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CHAPTER I
INTRODUCTION
There i s  every  in d ic a t io n  th a t  Gordon B inkerd w i l l  emerge a s  a 
m ajor f ig u r e  in  th e  c o n s id e ra tio n  o f American music o f th e  l a t t e r  h a l f  
o f  th e  tw e n tie th  cen tu ry . He has been d e sc rib e d  by co n tem poraries  as 
a  th o u g h tfu l ,  d e l ib e r a te ,  p ro d u c tiv e  composer who has m a in ta in ed  an 
i n t e g r i t y  to  th e  e x p re ss iv e  n a tu re  o f  th e  a r t ,  and i s  h e ld  in  h igh  
re g a rd  by th o se  acq u a in ted  w ith  h i s  work. B inkerd’ s p u b lish e d  composi­
t io n s  to  d a te  in c lu d e  th re e  sym phonies, s e v e ra l  o r c h e s t r a l  co m p o sitio n s, 
two s t r in g  q u a r te t s ,  o th e r  chamber w orks, te n  keyboard co m p o sitio n s, 
s ix ty - f o u r  c h o ra l works, e lev en  songs, and th re e  song c y c le s .^  D esp ite  
t h i s  p r o d u c t iv i ty ,  th e  m usic o f  Gordon B inkerd i s  n o t w e ll known o r  
understood  and th u s  n o t perform ed a s  w ide ly  a s  would seem m e rite d .
This c o n d itio n , in  p a r t ,  i s  ex p la in ed  by in h e re n t te c h n ic a l  and i n t e r ­
p r e t iv e  d i f f i c u l t i e s  as w e ll  as  th e  recency  o f much o f h is  co m p o sitio n a l 
endeavor. The l a r g e r  p o r t io n  o f th e  song l i t e r a t u r e  to  which th e  
p re s e n t s tu d y  was d ir e c te d ,  f o r  exam ple, has been composed s in c e  1965.
Purpose o f  th e  Study
The purpose o f th e  s tu d y  was to  p ro v id e  an a n a ly s is  o f th e  
p o e t ic ,  fo rm a l, rhy thm ic, m elo d ic , t e x tu r a l ,  and harmonic components o f
Appendices A and B l i s t  a l l  o f  B inkerd ’s p u b lish ed  com positions 
w ith  p u b l is h e r s ,  y ea rs  o f com position  and p u b l ic a t io n ,  com m issions, and 
re c o rd in g s .
th e  songs o f Gordon B inkerd and f o s te r  u n d e rs tan d in g s  o f th e  com poser's 
s t y l e  by p ro v id in g  te a c h e rs  and p ro sp e c tiv e  p e rfo rm ers w ith  in s ig h ts  
le a d in g  to  more s t y l i s t i c ,  e x p re ss iv e , and fre q u e n t r e a l i z a t io n s .
Need fo r  th e  Study
. A s t y l i s t i c  s tu d y  o f B in k e rd 's  songs p o te n t ia l ly  can be h e lp fu l  
to  th e  v o c a l m usic ed u ca to r endeavoring to  s e le c t  f o r  perform ance 
music from a w ide v a r ie ty  o f  h i s t o r i c a l  and contem porary co m p o sitio n a l 
s t y l e s .  A lthough v o c a l com positions from most s t y l i s t i c  e ra s  a re  
a v a i la b le ,  in  th e  s e le c t io n  o f contem porary music fo r  s tu d y  th e  
ed u ca to r must choose from a  s to reh o u se  o f song l i t e r a t u r e  c h a ra c te r iz e d  
by g re a t  s t y l i s t i c  d iv e r s i ty .  S tuden ts o f s in g in g  would b e n e f i t  from 
th e  s tudy  of works r e p re s e n ta t iv e  o f th e  v a rio u s  contem porary s ty le s  
and co m p o sitio n a l app roaches. In  th e  q u e s t fo r  such d iv e rs e  ty pes of 
re c e n t song l i t e r a t u r e ,  te a c h e rs  of s in g in g  need c u r re n t  in fo rm a tio n  as 
a  b a s is  fo r  s e le c t in g  m usic which b o th  re p re s e n ts  th e  v a r io u s  s ty le s  and 
m e rits  s tu d y . The p re s e n t s tudy  may se rv e  th e  ed u ca to r by p ro v id in g  
in s ig h ts  re g a rd in g  s t y l i s t i c  c h a r a c te r i s t i c s  o f a contem porary composer 
and h is  c h a llen g in g  r e p e r to i r e  of song l i t e r a t u r e .
At th e  tim e th e  p re s e n t study  was conducted , c u r re n t  and com plete
in fo rm a tio n  re g a rd in g  B in k e rd 's  song l i t e r a t u r e  was n o t a v a i la b le  in
w r i t t e n  form . Prim ary b ib lio g ra p h ie s  of song l i t e r a t u r e  by C offin^  and 
2
Kagen d id  n o t in c lu d e  re fe re n c e  to  B in k e rd 's  w orks. The two m ajor
^B erton  C o ff in , S in g e r 's  R e p e rto ire  (4 v o l s . ,  2nd é d . ;  New York: 
Scarecrow  P re s s , 1960).
2
S erg iu s  Kagen, Music fo r  th e  V oice ( re v . e d .;  B loom ington, 
In d ia n a ; In d ian a  U n iv e rs ity  P re s s , 1968).
reference sources containing biographical and bibliographical infoima-
1
t io n  re g a rd in g  B inkerd were B aker’ s B io g rap h ica l D ic tio n a ry  o f M usicians
2and The I n te r n a t io n a l  C yclopedia o f  Music and M usic ians. The inform a­
t io n  p re se n te d  in  th e se  so u rces  i s  no lo n g er p e r t in e n t  as evidenced by 
p u b l ic a t io n  d a te s .  An a r t i c l e  by Hagan,^ u n t i l  r e c e n t ly  th e  on ly  a v a i l ­
a b le  s u b s ta n tiv e  accoun t o f  B in k e rd 's  l i f e  and w orks, makes re fe re n c e  
to  o n ly  th e  two songs p u b lish ed  p r io r  to  1965.
In  a d d i t io n  to  re se a rc h in g  s tan d a rd  re fe re n c e  sources and o th e r  
a v a i la b le  s u b s ta n tiv e  s tu d ie s ,  th e  te a c h e r  o f  s in g in g  who sea rch es  fo r  
new m usic and untapped re so u rc e s  fo r  study  a ls o  may seek  such in fo rm a tio n  
from fe llo w  pedagogues, r e c i t a l i s t s ,  pam phlets from music p u b lis h e r s ,  
p e r io d ic a l  rev iew s, and a d v e r tise m e n ts . U n fo rtu n a te ly , in fo rm atio n  
re g a rd in g  contem porary song l i t e r a t u r e  from most o f  th e se  sou rces 
f re q u e n tly  i s  o p in io n a ted  and in co m p le te . A lthough r e c i t a l  l i s t e n in g  
ex p erien ces  a re  h e lp fu l  in  th e  d isco v e ry  o f new m usic, th e  te a c h e r  may 
f in d  th a t  th e  s in g le  h e a rin g  o f  a  song f re q u e n tly  y ie ld s  l i t t l e  more 
th an  su rfa c e  im pressio n s  o f  th e  w ork’ s te x tu a l  and m u sica l language.
4
In  1973, Hawthorne com pleted th e  on ly  in -d e p th  study  of 
B inkerd ’ s music accom plished to  d a te . I t  was Hawthorne’ s purpose to
^N ico las Slonim sky, B aker’ s B io g rap h ica l D ic tio n a ry  o f M usicians 
(1965 supplem ent to  5 th  e d . ; New York: G. Schirm erj 1958), p . 13.
2
Oscar Thompson, e d . , The I n te r n a t io n a l  C yclopedia o f Music and 
M usicians (9 th  e d . ,  e d ite d  by R obert Sabin; New York: Dodd, Mead & C o.,
1964), p . 222.
3
Dorothy Veinus Eagan, "Gordon B inkerd ,"  American Composers 
A llia n c e  B u l le t in . X/3 (Septem ber, 1962), 4.
^Loyd Furman Hawthorne, "The Choral Music o f Gordon B inkerd" 
(unpublished  D.M.A. d i s s e r t a t io n .  U n iv e rs ity  o f Texas a t  A u stin , 1973).
a p p r is e  c h o ra l m usic ians o f B in k e rd 's  ch o ra l r e p e r to i r e  and to  e v a lu a te  
th e  works from a c h o ra l c o n d u c to r 's  v iew p o in t. The t r e a t i s e  focused  on 
th e  s t y l i s t i c  c h a r a c t e r i s t i c s  o f th e  music and te x tu a l  im p lic a t io n s  
in f lu e n c in g  B in k e rd 's  m u sica l language. Follow ing th e  a n a ly s e s , 
Hawthorne d iscu ssed  r e h e a r s a l  and perform ance problem s r e la t e d  to  
harmony; rhythm , tempo, and p ac in g ; range and t e s s i t u r a ;  and dynam ics.
. H aw thorne's re s e a rc h  f u l f i l l e d  th e  need fo r  a  d e f in i t i v e  s tu d y  
o f B in k e rd 's  c h o ra l m usic; however, a  thorough s tu d y  o f B in k e rd 's  song 
l i t e r a t u r e  rem ained to  be accom plished.
In  l i g h t  o f  th e  co n tin u in g  need fo r  new re so u rc e s  in  song l i t e r a ­
tu re  which m e r i ts  s tu d y  and th e  u n a v a i la b i l i ty  o f  com plete in fo rm a tio n  
reg a rd in g  B in k e rd 's  songs, i t  seemed th a t  b ib l io g r a p h ic a l  and a n a ly t i c a l  
in fo rm a tio n  re g a rd in g  B inkerd*s song l i t e r a t u r e  would have s ig n i f i c a n t  
v a lu e  f o r  p e rfo rm ers  and te a c h e rs  o f s in g in g .
C r i t i c a l  rev iew s o f B in k e rd 's  v o ca l m usic seem agreed  t h a t  he i s  
a  s k i l l e d  c ra ftsm an . Monaco, fo r  example, w r i te s :
The c u r re n t  extrem es o f s ty l e  undoubtedly  a re  c o n tr ib u tin g  
to  th e  demise o f  c h o ra l m usic, bu t i t  i s  s t i l l  p o s s ib le  to  w r i te  
s tro n g , f r e s h ,  m eaningful music fo r  th e  ch o ru s . . . . Boosey and 
Hawkes has p u b lish ed  fo u r  new works by B inkerd , a l l  o f  which I  
recommend to  conducto rs o f choruses whose m u sic ian sh ip  i s  s e c u re .
Each o f th e  works has c h a llen g in g  d i f f i c u l t i e s  to  overcome, b u t 
they  a re  th e  work o f a  m aste r , and th a t  i s  a  r a r i t y . 1
In  th e  c r i t i c a l  rev iew  o f a song, Crawford w r i te s :
Gordon B inkerd has e x e rc ise d  h is  u su a l com p o sitio n a l s k i l l  and 
s ty l e  to  c r e a te  t h i s  e ig h t-m in u te  a r t  song. . . . The p erfo rm er
1R ichard  A. Monaco, "S e cu la r  Choral O ctavos,"  Music L ib ra ry  A ssocia­
t io n  N otes. XXVII/1 (Septem ber, 1970), 167.
o f t h i s  song v i l l  be rew arded by a sen se  o f  accom plishm ent b u t 
i t  w i l l  r e q u ire  good m u s ic ia n s h ip .!
I t  ap p ea rs  t h a t  B inkerd*s m usic i s  growing in  re c o g n itio n  w ith
th e  re c e n t com pletion  o f  a m ajor s tu d y  re g a rd in g  th e  composer and h is  
2
c h o ra l  m usic , re c e n t re c o rd in g s , and p la n s  f o r  fu tu r e  re c o rd in g s . G ail 
Kubik, a  c lo s e  acq u a in tan ce  o f B inkerd , ex p re sse s  con fidence  th a t  in  
due tim e B inkerd  w i l l  ga in  w ider r e c o g n it io n . Kubik s t a t e s :
. . .  i f  th e  v a lu e s  o f th e  West can h o ld  a g a in s t  th e  fo rc e s  of 
anarchy  th a t  seem to  me— and I  su sp e c t to  Gordon— to  be e v e r-  
m enacing, th en  I 'm  su re  h is to r y  w i l l  c r e d i t  Gordon B inkerd w ith  a 
v e ry  s u b s ta n t ia l  c o n tr ib u tio n  to  th e  a r t  o f m usic.
In  a  w orld o f  sound which has so much gimmickry and in  w hich, 
i t  seems to  me, th e re  i s  so much ev as io n  o f  th e  r e s p o n s ib i l i ty  to  
communicate and to  t r e a t  music re sp o n s ib ly  as  a p a t te r n  o f sound,
I  f in d  th a t  Gordon B in k e rd 's  work i s  a  model o f i n t e g r i t y .
B inkerd  i s  n o t w idely  p lay ed , b u t a s  th e  c en tu ry  g e ts  i t s  v a lu e s  
s t r a ig h te n e d  o u t ,  I  am su re  he w i l l  have a re c o g n it io n  c o n s is te n t  
w ith  th e  h igh  q u a l i t i e s  of h is  m u s i c .3
A n a ly sis  o f m u sica l works can len d  v a lu a b le  in t e r p r e t iv e  
in s ig h t  in to  th e  ex p re ss iv e  perform ance o f m usic . S u p portive  o f th i s  
view , Townsend w r i te s ,  "A n aly sis  o f com positions has f a r  reach in g  
im p lic a tio n s  in  reg a rd  to  th e  perform ance and pedagogy o f  m usic.
An u n d e rs tan d in g  o f th e  com poser's ch o ices  o f m u s ica l e lem ents and 
p ro ced u res  w hich enhance te x tu a l  themes and moods has th e  p o te n t ia l  to  
le a d  th e  p e rfo rm er toward in s ig h t f u l ,  e x p re ss iv e  m u sica l i n t e r p r e ta t io n .  
R egarding t h i s  view . Cone s t a t e s :
H a d le y  Crawford, "Music Review ," The NATS B u l l e t in , XXV/4 
(M ay-June, 1969), 42.
H aw th o rn e , "The Choral Music o f  Gordon B in k e rd ."
G a il Kubik, p e rso n a l l e t t e r ,  F ebruary  2 , 1972.
^George David Townsend, "A S t y l i s t i c  and Perform ance A n a ly sis  
th e  C la r in e t  Music o f  P au l H indem ith" (unpub lished  Ed. D. d i s s e r t a t i o n .  
U n iv e rs ity  o f I l l i n o i s ,  1967), p . 11.
An a n a ly s is  i s  a d i r e c t io n  fo r  perform ance. . . .  In  o rd er 
to  e x p la in  how a g iven  m usica l ev en t should  be h e a rd , one must 
show why i t  o c c u rs . . . . What i s  o f te n  r e f e r r e d  to  as  m usical 
lo g ic  com prises j u s t  th e se  r e la t io n s h ip s  o f each even t to  i t s  
p re d e ce sso rs  and to  i t s  su c c e sso rs , a s  w e ll a s  to  th e  whole.
The jo b  o f a n a ly s is  i s  to  uncover them e x p l i c i t l y ,  b u t they  
a re  im p l ic i t l y  re v e a le d  in  every  good p erfo rm ance.^
N o tw ith stan d in g  l im i ta t io n s  in  d e sc r ib in g  m u sica l e x p re ss io n  
and a e s th e t ic  v a lu e s  th rough  m usical a n a ly s is ,  m eaningfu l in te r p r e ta t io n s  
can be drawn from a n a ly t i c a l  d a ta . LaRue summarizes th e  r a t io n a le  th u s :
Some o f th e  meaning i s  c e r ta in ly  l o s t  in  t h i s  im m o b iliza tio n .
. . . and o th e r  a n a ly t ic a l  p rocedures may a lso  seem to  v io la te  
th e  b a s ic  p r in c ip le s  of a r t  by reduc ing  s u b je c t iv e  f e e l in g s  to  
o b je c t iv e  q u a n t i t i e s .  Y et, a lth o u g h  a n a ly s is  can never re p la c e  
n o r r i v a l  f e e l in g ,  i t  can enhance ou r p e rc e p tio n  o f a 'com poser’s 
r ic h n e s s  o f im a g in a tio n , h is  com plexity  (o r u t t e r  s im p lic i ty )  o f 
m a te r ia l ,  h is  s k i l l  i n  o rg a n iz a tio n  and p r e s e n ta t io n .  ■ The. .per­
form er and l i s t e n e r  must in c o rp o ra te  th e se  in s ig h ts  in to  th e  f u l l  
c o n tex t o f t h e i r  p e rso n a l re s p o n se .2
Procedures o f th e  Study
Each song was analyzed  to  determ ine  s a l i e n t  c h a r a c te r i s t i c s  o f 
B inkerd ’s co m p o sitio n a l s t y l e .  T h e o re tic a l  d a ta  was examined from th e  
p o in t o f view  o f th e  te a c h e r-p e rfo rm er and served  p r im a r i ly  as  a means 
to  th e  d is c lo s u re  o f  co m p o sitio n a l e lem ents and p ro ced u res  which enhance 
m u sica l e x p re ss io n . I n te r p r e t iv e  im p lic a tio n s  f o r  perform ance evo lv ing  
from th e  a n a ly s is  w ere made im p l ic i t  i n  a n a ly t i c a l  d is c u s s io n  and 
p re sen te d  in  d e s c r ip t iv e  term s o f te x tu a l  m o tiv a tio n s  fo r  th e  composer’ s 
e x p re ss iv e  tre a tm e n t o f each m usical component.
A n a ly sis  o f  each song in c lu d ed  s tu d y  o f  th e  fo llo w in g : (1) th e
^Edward T. Cone, "A nalysis  Today," M usical Q u a r te r ly , XLVI/2 
(A p ril , 1960), 172-88.
2
Jan  LaRue, G u id e lin es  fo r  S ty le  A n a ly sis  (New York: W. W.
Norton & C o., I n c . ,  1970), pp. 1 -2 .
p o e try  fo r  s ty l e ,  theme, mood, and form, (2) m usical form, (3) rhythm ,
(4) melody, (5) te x tu r e ,  (6) harmony.
P o e try . The te x t  o f each song was examined fo r  th e  purpose of 
de term in ing  i t s  s t y l e ,  theme, mood, and form. P e r t in e n t  in fo rm atio n  
reg a rd in g  th e  p o e t and w r it in g  s ty le  was co n sid e red . C lose re la t io n s h ip s  
between te x t  and m usic unique to  th e  vocal-m usic  idiom  su g g est th a t  
un d ers tan d in g s  o f  te x tu a l  c h a r a c te r i s t i c s  a re  germane in  in te r p r e t iv e  
c o n s id e ra tio n s .
Form. A n a ly sis  o f  form served  to  examine th e  b a lance  and p a t te rn  
of s im i l a r i t i e s  and c o n tr a s ts  in  m usical m a te r ia ls  which determ ine the  
a rc h i te c to n ic  shape o f each song. In  term , th e se  r e la t io n s h ip s  rev ea led  
th e  composer’ s enhancement o f te x tu a l  r e la t io n s h ip s  through  m usica l 
form. The form al study  was designed  to  f o s te r  u n d e rs tan d in g s  o f  p a t te rn s  
in  m usical form r e l a t i v e  to  p o e tic  form which would p ro v id e  bases  fo r  
de term in ing  e x p re ss iv e  vocal tre a tm en t o f re c u rr in g  and c o n tra s tin g  
m usical and te x tu a l  m a te r ia ls .
Rhythm. D a llin ^  has l i s t e d  f iv e  new rhythm ic d ev ices in tro d u ced  
by tw e n tie th -c e n tu ry  composers—nonaccen tual rhythm s, s h i f te d  accents, 
asym m etric d iv is io n s ,  asymm etric m e te rs , and changing m e te rs . B inkerd ’s 
use  o f th e se  f iv e  d ev ices  and more t r a d i t i o n a l  p rocedu res was analyzed  
to  re v e a l  each song’ s b a s ic  s ty le  and mood, w o rd -p a in tin g  e f f e c t s  
gen era ted  through  rhythm ic means, im p lic a tio n s  in  rhythm ic p a t te rn s  fo r  
ex p re ss iv e  nuances o f te x tu a l  and m usica l a r t i c u l a t i o n ,  and changing 
le v e ls  o f  rhythm ic com plexity  r e l a t i v e  to  th e  r i s e  and f a l l  o f m usical
^Leon D a l l in ,  Techniques o f  T w entieth  Century Composition (2nd 
e d . ; Dubuque, Iowa; Wm. C. Brown C o., P u b ., 1964), pp. 103-13.
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te n s io n  co o rd in a ted  w ith  te x tu a l  moods.
Melody. A n a ly sis  o f  melody in c lu d ed  m elodic ran g e , co n to u r, 
sequences, th em atic  tra n s fo rm a tio n , m o tiv ic  developm ent, and the  r i s e  
and f a l l  o f m elodic te n s io n . Im p lic a tio n s  o f m elodic a n a ly s is  fo r  
m usica l in te r p r e ta t io n  were numerous, and in c lu d ed  th e  fo llo w in g : (1)
th e  lo c a t io n s  o f m elodic c lim axes r e l a t i v e  to  te x tu a l  moods, (2) the  
r a t e  and procedure  o f r i s e  and f a l l  o f m elodic te n s io n  le ad in g  in to  
and away from c lim a c tic  p a ssag es , (3) th e  ty p es  o f  s c a le —m ajor, m inor, 
m odal, and o th e rs — upon which th e  melody i s  b ased , (4) unique word- 
p a in tin g  e f f e c t s  in  which th e  te x t  i s  g iven s p e c i f ic  r e p re s e n ta t io n  by 
th e  v o ca l l i n e ,  (5) te x tu a l  m o tiv a tio n s  fo r  c o n tr a s ts  in  co n ju n ct and 
d is ju n c t  m elodic movement.
T ex tu re . T ex tu re  a n a ly s is  d e a l t  w ith  th e  r e la t io n s h ip s  "between 
h o r iz o n ta l ,  v e r t i c a l ,  and, in  a sen se , d iag o n a l a sp e c ts  o f  m usic. 
H o rizo n ta l a n a ly s is  determ ined  w hether th e  music was conceived as in d i­
v id u a l moving l i n e s  o r  as  v e r t i c a l  b locks o f sound in  su ccess io n . In  
t h i s  phase o f a n a ly s is ,  c o n tra p u n ta l p rocedures were d iscu ssed  in  term s 
o f v o ic in g , im i ta t io n ,  and g e n e ra l c o n tra p u n ta l tre a tm e n t. V e r t ic a l  
a n a ly s is  examined te x tu a l  m o tiv a tio n s  fo r  th e  changing t e x tu r a l  d en s i­
t i e s .  D iagonal a n a ly s is  re v e a le d  harmonic im p lic a tio n s  o f th e  co u n te r­
p o in t .  Study o f th e se  v a r io u s  a sp e c ts  o f te x tu re  d is c lo se d  th e  fu n c tio n  
o f  the  v o ca l l i n e  a s  a c o n tr ib u tin g  elem ent to  homophonie te x tu re ,  th e  
r o le  o f th e  v o ca l melody a s  a  moving c o n tra p u n ta l l i n e ,  th e  ex p re ss iv e  
p o te n t ia l  o f th e  v o c a l l i n e  r e l a t i v e  to  changing d e n s i t i e s  o f te x tu r e .
1A llen  M. G a r re t t ,  An In tro d u c tio n  to  R esearch in  Music (Wash­
in g to n , D. C .: The C a th o lic  U n iv e rs ity  of America P re s s ,  1958), p . 57,
and th e  r i s e  and f a l l  o f m u sica l te n s io n  g en era ted  by changes in  
te x tu re .
Harmony. Harmonic a n a ly s is  examined chord s t r u c tu r e s ,  chord 
p ro g re s s io n s , d isso n an ce , and to n a l i t y .  Most of B in k e rd 's  harm onic 
language was c le a r ly  th a t  o f th e  tw e n tie th  c en tu ry , th e reb y  re q u ir in g ,  
fo r  th e  most p a r t ,  a contem porary approach to  a n a ly s is .  The contem porary
harmonic vocabu lary  u t i l i z e d  in  th e  study  was based on th e o r ie s  of
1 2 D a llin  and P e r s i c h e t t i  who ho ld  th e  view  th a t  more than  one to n a l
c e n te r  can be e s ta b lis h e d  w ith in  a s in g le  chord s t r u c tu r e .  The vocab­
u la ry  was u s e fu l  fo r  d e sc r ib in g  B in k e rd 's  harmonic language in  term s o f: 
(1) t r a d i t i o n a l  i n t e r v a l l i c  and ch o rd a l s t r u c tu r e s ,  (2) contem porary 
t e r t i a n  s t r u c tu r e s  which in c lu d ed  chords w ith  em b ellish in g  to n e s , chords 
w ith  extended t e r t i a n  c h a r a c t e r i s t i c s ,  b im o d a lity , polyharmony, and 
p o ly to n a l i ty ,  (3) secu n d a l s t r u c tu r e s ,  (4) q u a r ta l  and q u in ta l  s t r u c ­
tu r e s .  Each song was h a rm o n ica lly  analyzed  to  re v e a l im p lic a tio n s  fo r  
perform ance through u n d e rs tan d in g s  o f th e  g e n e ra l fu n c tio n  o f th e  v o ca l 
l i n e  in  th e  harm onic scheme, te x tu a l  m o tiv a tio n s  fo r  non-harm onic tones 
in  th e  v o c a l melody, th e  lo c a t io n  and n a tu re  of clim axes g en era ted  
through harmonic means, and th e  v a ry in g  le v e ls  o f d isso n an ce  co o rd in a ted  
w ith  te x tu a l  themes and moods.
D e f in it io n  of Terms
Chord. For th e  purpose o f t h i s  s tu d y , a chord i s  any s o n o r ity  
conceived v e r t i c a l l y  w hether r e a l iz e d  in  a  b lock  o f sound, in  an
^ D a llin , T w entieth  Century C om position.
2
V incent P e r s i c h e t t i ,  T w entie th -C entury  Com position (New York: 
W. W. N orton & C o., I n c . ,  1961).
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arpegR lo , o r  In  a  fragm ented manner. As d e fin e d , th e  term  would 
exclude v e r t i c a l  s o n o r i t i e s  r e s u l t in g  from th e  in te r a c t io n  o f c o n tra ­
p u n ta l  l i n e s .
Key. In  t h i s  s tu d y , th e  term  i s  used in  a t r a d i t i o n a l  sen se  as 
one would speak o f to n a l i t y  in  th e  e ig h te e n th  and n in e te e n th  c e n tu r ie s .  
According to  W estrup and H a rriso n , th e  d e f in i t io n  i s  th u s :
Qcey i s  d e fin e d  a s ]  a  term  used to  in d ic a te  th e  p re c is e  to n a l i ty  
o f m usic which u ses  as  i t s  b a s ic  m a te r ia l  one of th e  m ajor o r minor 
s c a le s  and a c c e p ts  c e r t a in  r e la t io n s h ip s  between the  n o te s  of the  
s c a le  and chords b u i l t  on them. . . . th e  accep tance  of th e  to n ic  
chord ( th e  t r i a d  on th e  f i r s t  n o te  of th e  s c a le )  as th e  b a se  or 
c e n tre  i s  fundam ental to  th e  co n cep tio n  of key.
N onaccentual rhy thm s. This p roced u re  p re se rv e s  th e  b a r l in e s  as 
a convenience o f n o ta t io n ,  b u t d is re g a rd s  t h e i r  u su a l m e tr ic  o r a c c e n tu a l 
im p lic a t io n s . Through t h i s  p ro ced u re , b a r  l in e s  a re  n e i th e r  heard  nor 
f e l t .
S h if te d  a c c e n ts . This rhythm ic p rocedure  a cc e n ts  norm ally  
unaccen ted  n o te s  in  th e  m easure.
Tonal c e n te r . This term  r e f e r s  to  th e  b ro ad e r and f r e e r  con­
c e p ts  o f t o n a l i ty  in  th e  tw e n tie th  c en tu ry . I t  i s  th e  tone  which se rv es  
to  o r ie n t  th e  flow  o f sounds and i s  im plied  by harm onic a r t i c u l a t i o n  
around th e  tone  o r chord b a se . T o n a lity  in  th i s  sense  i s  f r e e  o f th e  
r e s t r i c t i o n s  observed  in  t r a d i t i o n a l  m ajor-m inor m usic in  which th e re  
i s  th e  assignm ent o f d e f in i t e  fu n c tio n s  to  c e r ta in  harm onic e lem en ts .
T o n a l i ty . For th e  purpose of t h i s  s tu d y , th e  term  i s  used 
in te rc h an g e a b ly  in  r e fe re n c e  to  key or to n a l  c e n te r .
1
J .  A. W estrup and F. L I. H a rriso n , The New C o llege  Encyclopedia 
o f Music (New York: W. W. N orton & C o., I n c . ,  1960), p . 352.
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L im ita tio n s  o f th e  Study
The s tu d y  was l im ite d  to  th e  s ix te e n  Binkerd songs p u b lish ed  
p r io r  to  1972. Four songs were n o t in c lu d ed  because o f t h e i r  r e l a t i v e  
unim portance o r th e  p ro x im ity  o f t h e i r  d a te  o f com position  to  com pletion  
o f t h i s  s tu d y .^
The outcomes of th e  s tu d y  a re  l im ite d  to  th e  songs s e le c te d  fo r  
in c lu s io n  in  th e  s tu d y , th e  s t y l i s t i c  a n a ly s is  c r i t e r i a ,  and in te r p r e ­
t i v e  im p lic a tio n s  fo r  perform ance d e riv ed  from th e  a n a ly s is .
O rg an iza tio n  of th e  Remainder o f th e  M anuscrip t
C hapter I I  p re s e n ts  a s t y l i s t i c  a n a ly s is  o f th e  B inkerd songs. 
The an a ly ses  a re  p re sen te d  in  c h ro n o lo g ic a l o rd e r of com position . 
In fo rm atio n  p e r ta in in g  to  each song, such as  y e a r composed, p re fe r re d  
v o ic e  ty p e , ran g e , perform ance tim e , and th e  l ik e  i s  p rov ided  in  
Appendix B. M ention of th e se  f a c to r s  in  C hapter I I  i s  r e s t r i c t e d  to  
s p e c i f ic  perform ance c o n s id e ra t io n s .
C hapter I I I  p re s e n ts  a s t y l i s t i c  a n a ly s is  of th e  song c y c le s . 
W hile ou t of c h ro n o lo g ic a l o rd e r w ith  r e s p e c t  to  B in k e rd 's  t o t a l  
o u tp u t, th e  te x tu a l  and m u sica l r e la t io n s h ip s  in h e re n t in  th e  cy c le s  
n e c e s s i ta te d  c o n s id e ra tio n  a p a r t  from th e  in d iv id u a l ly  composed songs.
C hapter IV p re s e n ts  th e  summary and co n c lu s io n s  of th e  s tu d y .
The g e n e ra liz e d  f in d in g s  r e s u l t in g  from th e  song a n a ly se s  a re  p re sen te d
Gordon B inkerd , in te rv ie w , May 14, 1974. Mr. B inkerd rem arked 
th a t  he d id  n o t c o n s id e r  "A Song of P ra is e  and P ray e r"  to  be im portan t 
in  h is  song o u tp u t. I t  i s  a  sim p le  s e t t in g  o r ig in a l ly  s e t  fo r  c h i ld r e n ’s 
c h o i r .
Appendix B i s  a l i s t i n g  o f B inkerd ’s songs w ith  y e a rs  o f 
com position .
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and a p p ro p r ia te  co n c lu s io n s  drawn.
Appendix A p re s e n ts  a  c l a s s i f i e d  c h ro n o lo g ic a l l i s t i n g  o f a l l  
B in k e rd 's  w orks, w ith  ex cep tio n  o f th e  songs, p u b lish ed  a t  th e  tim e th i s  
s tu d y  was n ea r com ple tion . A d iscography  I s  In c lu d ed  In  t h i s  s e c t io n .
Appendix B p re s e n ts  a c h ro n o lo g ic a l l i s t i n g  of th e  pu b lish ed  
songs o f  B inkerd w ith  perform ance d a ta ,  p o e ts ,  and y e a rs  o f com position .
B io g ra p h ic a l Sketch  o f th e  Composer
Gordon B inkerd was b o rn  May 22, 1916, In  Lynch, N ebraska.
A lthough n e i th e r  p a re n t developed e x c e p tio n a l m u sica l a b i l i t i e s ,  B inkerd ’s 
m other p o ssessed  some keyboard competency, p la y in g  f o r  v a rio u s  church 
and c iv ic  fu n c tio n s . D uring B in k erd ’s e a r ly  y e a rs  h is  m usical i n t e r e s t s  
In c luded  ch o ra l s in g in g  and p iano  s tu d y . . N otable  p ro f ic ie n c y  a t  th e  
keyboard was ev idenced  by c o n s is te n t  top  r a t in g s  In  lo c a l  and n a t io n a l  
schoo l m usic c o n te s ts .  ^
As an  u n d erg rad u ate  p iano  m ajor a t  Dakota W esleyan U n iv e rs ity , 
a  slow ly  develop ing  I n t e r e s t  In  m usical com position  was begun under th e  
te ac h in g  o f G a ll Kubik and R u sse ll  Danburg. V oice le sso n s  prov ided  a 
background fo r  subsequen t te ac h in g  and co m p o sitio n a l endeavors in  v o c a l 
m usic. B inkerd ga ined  ex p erien ce  In  In s tru m e n ta l m usic perform ance and 
conducting  as  a s s i s t a n t  to  G a ll Kubik, d i r e c to r  o f th e  schoo l and town 
o rc h e s t r a s .  As d e sc rib e d  by Kubik, B inkerd had a  deep love  fo r  m usic, 
was v e ry  cu rio u s  about m usica l sound, and showed th e  p r o f i l e  o f a man 
who would go h is  own way and fo llo w  a unique p a th .^
Follow ing g rad u a tio n  in  1937, B inkerd ta u g h t v o ic e , o rgan , p ian o .
^G all Kubik, p e rso n a l l e t t e r ,  February  2 , 1972.
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music h i s to r y ,  and m usic theo ry  a t  Garden C ity  Ju n io r  C ollege in  
K ansas, and F ra n k lin  C ollege in  In d ia n a . E xperience in  v o c a l pedagogy 
and church c h o ra l music c o n tr ib u te d  to  an u n d ers tan d in g  o f th e  s in g in g  
v o ic e  which would se rv e  him in  l a t e r  y e a rs .
In  1940, B inkerd en te red  Eastman School o f Music f o r  f u r th e r  
p iano  s tu d y  and p u r s u i t  of th e  m a s te r 's  degree  in  com position . H ere, 
s tu d y  of com position  w ith  Bernard Rogers s tim u la te d  a  growing i n t e r e s t  
in  th e  o rc h e s tr a  and m u sica l com position ; however, B inkerd ' s commitment 
to  a c a re e r  o f  com position  was y e t  to  be e s ta b l is h e d .
Upon le av in g  Eastman w ith  th e  m a s te r 's  d eg ree , B inkerd was 
co n fron ted  by th e  m i l i t a r y  d r a f t  and su b seq u en tly  en te red  th e  Navy in  
1942. That same y ea r he m arried  P a t r i c i a  Walker in  S t. L o u is , M isso u ri. 
D uring m i l i t a r y  s e rv ic e  B in k e rd 's  v o c a tio n a l  g o a ls  became c le a r ly  
d e f in e d .
Resolved to  p u rsue  m u sica l com position , B inkerd e n ro lle d  a t  
H arvard U n iv e rs ity  in  F eb ru ary , 1946. For th re e  y e a rs  he worked as  a  
te ach in g  fe llo w  and s tu d ie d  com position  w ith  W alter P is to n , who proved 
to  be  o f s ig n i f i c a n t  in f lu e n c e  in  B in k e rd 's  co m p o sitio n al s t y l e .  I t  i s  
B in k e rd 's  v iew  th a t  " th e  study  o f Bach fugues and of th e  Gedalge fugue 
book w ith  W alter P is to n  proved th e  most im p o rtan t s in g le  f a c to r "  in  
h is  p re p a ra t io n  as  a  com poser.^ He was f u r th e r  ch a llen g ed  and s tim u la te d  
through a s s i s t a n t  te ac h in g  w ith  I rv in g  F in e . In  t h i s  environm ent 
B in k e rd 's  c r e a t iv e  e n e rg ie s  were s e t  fu n c tio n in g .
The composer jo in e d  th e  U n iv e rs ity  o f I l l i n o i s  music f a c u l ty  in
^Gordon B inkerd , c i te d  by D orothy Veinus Hagan in  th e  a r t i c l e
"Gordon B in k e rd ,"  p . 1.
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1949, a s  I n s t r u c to r  in  c o u n te rp o in t, m usic th e o ry , and com position .
H ere, perform ances o f h i s  works by capab le  s o l o i s t s ,  c h o ir s ,  and 
in s tru m e n ta l ensem bles, and m u sica l o ccasio n s  such a s  th e  b ie n n ia l  
F e s t iv a l  o f  Contemporary A rts  p rov ided  im petus fo r  composing. B in k e rd 's  
work as a  composer began in  e a rn e s t  and m ost o f h is  p u b lish e d  works 
were composed fo llo w in g  h is  move to  th e  U n iv e rs ity  o f I l l i n o i s .
H is m usic was h e ld  in  h ig h  re g a rd  by co lle ag u e s  a t  th e  u n iv e r­
s i t y .  H arold D ecker, c h o ra l d i r e c to r  and lo n g -tim e  a s s o c ia te  of
B inkerd, c o n s id e rs  th e  com poser’s c h o ra l works always m u s ic a lly  s e n s i -
1t i v e  and c o n s id e ra te  o f th e  human v o ic e . Bruce F o o te , fo rm erly  of th e  
v o ic e  f a c u l ty  a t  th e  U n iv e rs ity  o f I l l i n o i s ,  has sung a l l  o f B in k e rd 's  
songs composed f o r  th e  b a r i to n e  v o ic e . W ith a  knowledge and u n d ers tan d ­
in g  gained  th rough  y e a rs  o f a cq u a in tan cesh ip  w ith  B inkerd and h is  songs, 
Foote s t a t e s :
Gordon B inkerd alw ays k e p t in  touch  w ith  m u sica l s a n i ty  and 
r e a l i t y .  He i s  a  f in e  c ra ftsm an , and what i s  m ore, he i s  one 
of th e  few contem porary composers who w r i te s  from an in s p i r a ­
t io n a l  m o tiv a tio n . H is songs a r e  n o t easy  to  le a r n  o r to  s in g , 
b u t th ey  a re  ex trem ely  rew ard ing  to  p e rfo rm .2
W hile B inkerd  has composed c h o ra l m usic th roughou t h is  c a r e e r ,
most of h is  so lo  v o c a l works a re  o f r a th e r  re c e n t v in ta g e .  His f i r s t
p u b lish ed  song, "Somewhere I  Have Never T ra v e lle d ,"  was composed in
1950, one y ear fo llo w in g  h i s  a r r i v a l  a t  th e  U n iv e rs ity  o f I l l i n o i s .
The second song, "And I  Am Old To Know," was composed in  1958, e ig h t  
y ea rs  fo llo w in g  th e  f i r s t  song . The th i r d  so lo  v o c a l work, th e  song
■*Narold D ecker, p e rso n a l l e t t e r ,  January  21, 1972. 
2Bruce F o o te , p e rso n a l l e t t e r ,  January  26, 1972.
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c y c le  Shut Out That Moon, was com pleted in  1965. S ince  1965, B inkerd 
ap p ea rs  to  have tak en  more i n t e r e s t  i n  th e  s o lo -v o ic e  id iom , composing 
songs on a more re g u la r  b a s i s .  In  th e  in te r im , 1950-1965, B inkerd 
composed th re e  sym phonies, th e  C e llo  S o n a ta , o r c h e s t r a l  t r a n s c r ip t io n s .  
S tr in g  Q u a rte t No. 1 , o th e r  chamber m usic , and numerous c h o ra l w orks.
The recen cy  o f  most B inkerd  songs i s  a  s ig n i f i c a n t  s t y l i s t i c  
f a c to r .  B inkerd b e lie v e s  t h a t  th e  e s ta b lish m e n t o f a  s ec u re  s ty l e  in  
h i s  song com position  has been  enhanced th rough  b road  u n d e rs tan d in g s  o f 
co m p o sitio n a l p rocedu re  g a ined  from e a r l i e r  composing ex p erien ce  in  
o th e r  id iom s.
B inkerd r e t i r e d  from th e  U n iv e rs i ty  o f  I l l i n o i s  in  1971, to  
d evo te  a l l  h is  tim e to  com p o sitio n . P r e s e n t ly ,  he i s  a c t iv e ly  composing 
m usic a t  a  r u r a l  s e t t in g  in  U rbana, I l l i n o i s .  L i t e r a l l y  hundreds of 
poems earm arked f o r  m u sica l s e t t in g s  g iv e  ev idence  o f h i s  d e te rm in a tio n  
to  co n tin u e  composing in  th e  v o c a l id iom . He i s  c u r r e n t ly  under con­
t r a c t  w ith  Boosey and Hawkes, In c . and a  member o f  ASCAP.
C onsidering  th a t  Gordon B inkerd p re s e n t ly  i s  dev o tin g  f u l l  tim e 
to  m u sica l com position , one can  s p e c u la te  th a t  he w i l l  co n tin u e  to  make 
s ig n i f i c a n t  c o n tr ib u tio n s  to  American m usic l i t e r a t u r e .
CHAPTER II
THE SONGS
1. "Somewhere I  Have Never T rav e lle d "
somewhere i  have n ev er t r a v e l l e d ,  g la d ly  beyond 
any e x p e r ie n c e , your eyes have t h e i r  s i le n c e :  
i n  your most f r a i l  g e s tu re  a re  th in g s  which e n c lo se  me, 
o r  which i  cannot to u ch  because they  a re  to o  n ea r
your s l i g h t e s t  lo o k  e a s i ly  w i l l  u n c lo se  me
though i  have c lo se d  m yself as  f in g e r s ,
you open alw ays p e ta l  by p e ta l  m yself as  S pring  opens
(to uch ing  s k i l f u l l y ,  m y s te r io u s ly )  h e r  f i r s t  ro se
o r  i f  your w ish be to  c lo se  me, i  and 
my l i f e  w i l l  sh u t v e ry  b e a u t i f u l ly ,  sudden ly , 
a s  when th e  h e a r t  o f t h i s  flo w er im agines 
th e  snow c a r e f u l ly  everyw here descending ;
n o th in g  which we a re  to  p e rc e iv e  in  t h i s  w orld  eq u a ls  
th e  power o f your in te n s e  f r a g i l i t y :  whose te x tu r e
compels me w ith  th e  c o lo u r o f i t s  c o u n tr ie s ,  
re n d e rin g  d e a th  and fo re v e r  w ith  each b re a th in g
( i  do n o t know what i t  i s  about you th a t  c lo se s  
and opens; o n ly  som ething in  me un d ers tan d s 
th e  v o ic e  o f your eyes i s  d eeper th an  a l l  ro se s )  
nobody, n o t even th e  r a in ,  has such sm all hands^
The s in g e r  may f in d  i t  d i f f i c u l t  to  a ch iev e  an e f f e c t iv e  i n t e r -
2
p r e ta t io n  o f  t h i s  E. E. Cummings poem w ith o u t some in s ig h t  in to  th e
E. Cummings, Poems 1923-1954 (New York: H a rco u rt, Brace
& W orld, I n c . ,  1954), p . 263.
2
A lthough th e  p o e t p r in te d  h i s  name w ith  lo w er-case  l e t t e r s ,  
i n  th i s  s tu d y  t h i s  w r i te r  chooses to  c a p i t a l i z e  th e  p o e t 's  name.
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p o e t 's  l i t e r a r y  s t y l e .  T his d is c u s s io n  w i l l  re v e a l  th a t  d e s p ite  such 
background, th e  co n n o ta tio n s  o f c e r ta in  p o e t ic  term inology may be 
obscure  to  th e  r e a d e r .  One a u th o r s t a t e s :
. . . Cummings’ language i s  f r e q u e n tly  u n in te l l ig ib l e  
because he d is re g a rd s  th e  h i s t o r i c a l  accum ulation  o f meaning 
in h e re n t in  words in  fav o r o f m erely  p r iv a te  and p e rso n a l 
a s s o c ia t i o n s . !
E. E. Cummings (1894-1962) was an American poet whose unortho­
dox w r i t in g  s t y l e  i s  most n o tic e a b ly  c h a ra c te r iz e d  by ty p o g rap h ica l 
o d d i t ie s  such as  th e  e x c lu s iv e  u se  o f  lo w er-case  l e t t e r s ,  th e  u se  o f 
unusual p u n c tu a tio n , and th e  s p l i t t i n g  up o f  words in to  o rd in a ry  o r 
e x tra o rd in a ry  s y l la b le s .  The p o e t 's  p r a c t ic e  o f p r in t in g  h is  name 
w ith o u t th e  u se  o f  c a p i t a l i z a t io n  i s  in d ic a t iv e  o f h is  p ro p e n s ity  fo r  
t h i s  p r a c t ic e  in  g e n e ra l . S ev e ra l o f  th e s e  s t y l i s t i c  o d d i t ie s  a re  
e v id en t in  th e  poem w ith  which t h i s  d is c u s s io n  i s  concerned.
I t  i s  d i f f i c u l t ,  i f  n o t im p o ss ib le , to  p ro v id e  a  term  .which
ad eq u a te ly  d e sc r ib e s  th e  p o e t 's  s t y l e .  M i l l e t t  ex em p lifie s  t h i s  when
he says th a t  one cou ld  " l in k  him w ith  th e  m etap h y sica l p o e ts , i f  h is
2
m etaphors were more i n t e l l e c t u a l  and l e s s  e m o tio n a lized ."
One o f th e  most d e f in i t iv e  s ta tem e n ts  th a t  t h i s  w r i te r  has 
encountered  n o te s  th a t :
No American p oe t o f th e  tw e n tie th  cen tu ry  has ever shown 
so  much im p lied  re s p e c t fo r  th e  conven tions o f  h is  m ilie u  through 
conscious blasphemy as  E. E. Cummings. I f  Cummings's v e rse  seemed 
'r e v o lu t io n a r y ' and r a d ic a l  (which i t  was in  th e  sense th a t  i t s
Hîorman Friedm ann, e .  e . cummings: The A rt o f His P o e try
(B altim o re : Johns Hopkins P re s s ,  1960), pp . 61-62.
2
Fred B. M i l l e t t ,  Contemporary American Authors (New York: 
H a rco u rt, B race & C o., 1944), p . 145.
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w it was concerned w ith  th e  ro o ts  o f  sy n tax  and grammar) I t  was 
because  i t s  l i f e  was and s t i l l  i s  so com plete ly  surrounded by 
co n v en tio n s. . . . The e n t i r e  q u e s tio n  o f Cummings’s m a tu rity  
in  th e  w r i t in g  o f  h is  p o e try  has been and s t i l l  rem ains a  p r iv a te  
m a t te r .  In  th e  l i g h t  o f Cummings’ s accom plishm ents and in  th e  
re c o g n itio n  o f th e  boundaries o r  l im i t s  t h a t  they  have circum ­
s c r ib e d , i t  i s  v e ry  n e a r ly  an im p ertin en ce  f o r  anyone to  t e l l  
him to  ’’grow u p ,” fo r  one must n o t fo r g e t  th a t  he i s  one of th e  
f i n e s t  l y r i c  p o e ts  o f  a l l  tim e .^
These w r i t in g s  su g g es t th a t  th e  s in g e r  shou ld  co n sid e r a 
p a r t i c u la r ly  c a r e f u l  and thorough s tu d y  o f t h i s  p o e t and h is  m essage, 
g e n e ra lly  and s p e c i f i c a l l y ,  to  be o f  prim e im portance .
W ritte n  in  1931, ’’somewhere i  have n ev er t r a v e l le d ” i s  one o f 
th e  p o e t’ s more rom an tic  and com parative ly  s tra ig h tfo rw a rd  poems. T his 
may have been a  f a c to r  in  B inkerd’s s e le c t io n  o f th e  poem fo r  a m u sica l 
s e t t in g .  In  a d d it io n  to  being  one o f Cummings’ more i d e a l i s t i c  poems 
on th e  c e n t r a l  theme o f lo v e , i t  t r e a t s  b i r t h  and d ea th  u n iq u e ly .
Regarding th e  in te g r a t io n  o f th e se  to p ic s ,  Wegner s t a t e s :
Growth, b i r t h  and dying a re  m a n ife s ta tio n s  o f  lo v e , depen­
d en t upon lo v e  f o r  t h e i r  e x is te n c e , and hence s u b s id ia ry  to  lo v e  
as  a  to p ic  in  Cummings' poems. One o f Cummings’ most b e a u t i f u l  
poems, ’’somewhere i  have never t r a v e l l e d ,  g la d ly  beyond,” . . . 
in te g r a te s  th e se  t o p i c s .2
B inkerd’ s e ig h t-m in u te  s e t t in g  o f ’’somewhere i  never t r a v e l l e d ,” 
composed in  1950, became h is  f i r s t  p u b lish e d  song. A lthough composed 
a t  a .t im e  when th e  composer was in v o lv ed  in  tw e lv e-to n e  w r i t in g ,  the  
song was n o t composed s e r i a l l y .
H o ra c e  Gregory and Marya Z a tu ren sk a , H is to ry  o f  American
P o e try  (New York: H arco u rt, Brace & C o., 1947), pp. 337-47.
2R obert E. Wegner, The P o e try  and P ro se  of E. E. Cummings (New
York: H a rco u rt, B race & World, I n c . ,  1965), p . 52.
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Form
The s e t t in g  i s  through-com posed i n  f iv e  somewhat c o n tra s t in g  
s e c t io n s .  A lthough b o th  th e  poem and th e  m usic a re  in  f iv e  s e c t io n s ,  
th e  m usica l form  does n o t s t r i c t l y  p a r a l l e l  th e  t e x t ' s  f iv e  s ta n z a s . 
S tanza 1 i s  m u s ic a lly  re p re se n te d  in  s e c t io n  1. Then, th e  f i r s t  two 
l in e s  o f  s ta n z a  2, which speak o f  th e  power o f  "your s l i g h t e s t  lo o k ,"  
a re  t r e a te d  a s  a  p o e tic  form al u n i t  i n  s e c t io n  2. In  s e c tio n  3 , l i n e s  
3 and 4 o f  p o e t ic  s ta n z a  2 a re  u n ite d  w ith  s ta n z a  3 a s  a  s ix - l i n e  u n i t  
which m e ta p h o ric a lly  compares th e  opening o f th e  p o e t 's  l i f e  w ith  th e  
blooming o f  a  sp rin g  ro se  and th e  c lo s in g  o f h i s  l i f e  w ith  w in te r 's  
f a l l i n g  snow. P o e tic  s ta n z a s  4 and 5 th e n  a re  re p re se n te d  in  form al 
s e c tio n s  4 and 5 r e s p e c t iv e ly .
S t r u c tu r a l  d iv is io n s  a re  d e fin e d  by changes in  m elodic and 
harmonic p ro ced u re , m usica l te x tu r e ,  and tem pos. The form al s t r u c tu r e  
can be diagrammed a s  fo llo w s:
F ig u re  1 . M usical and P o e tic  Form o f  "Somewhere I  Have Never T ra v e lle d ."
CadencesS ec tio n M easures Text Tempi
1 1-23 Stanza 1 J>= 88
2 23-36 F i r s t  two l in e s  
o f  s ta n z a  2
100
3 37-72 L a s t two l in e s  o f 
s ta n z a  2 and a l l  
o f  s ta n z a  3
J ’» 112
J ) =  88
4 73-91 Stanza 4 J * -  88
5 92-123 Stanza 5 88
(come
S ec tio n s  o v e rlap  i n  m. 23. 
Sudden tempo in c re a s e .
 O s t in a t i ,  b re a th in g  mark.
l in e  which ascends to  G, 
th e  new to n a l c e n te r .
S u sta in ed  chord .
S u sta in ed  chord .
r e c i t a t iv o )
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F requent so lo  p iano  p assages c o n tr ib u te  to  th e  song’ s form al 
u n i ty  and a ls o  e x p re s s iv e ly  r e f l e c t  th e  e s s e n t i a l  moods o f  i t s  v a r io u s  
fo rm al s e c t io n s .  For exam ple, th e  p re lu d e  in  m easures 1 th rough  5 
re c u rs  s l i g h t ly  v a r ie d  a s  th e  p o s tlu d e  i n  m easures 117 th rough  123. The 
open f i f t h s  which open and c lo s e  th e  s e t t i n g  in  th e  l e f t  hand o f th e  
keyboard enhance th e  t e x t ’ s m ystic ism .
Rhythm, M eter, and Tempo
The song i s  m o stly  in  6 /8  m eter w ith  b r i e f  e x cu rs io n s  in to  9 /8  
m eter and one s t r i k in g  change to  4 /8  m e te r. In  m easures 91 th rough  110, 
t h i s  change in to  a  sim ple  dup le  m ete r u n i te s  w ith  a  come r e c i t a t i v o  
v o c a l s ty le  to  enhance th e  p a r t i c u l a r ly  in t im a te  mood o f  th e  f i n a l  
p o e tic  s ta n z a . In  o th e r  s e c t io n s ,  th e  s te a d y  p u ls a t io n  o f s ix  e ig h th  
n o te s  to  th e  m easure f r e q u e n tly  in te r r u p te d  by sy n co p a tio n  and su b d iv i­
s io n  i s  common.
O ccurring  p e r io d ic a l ly  in  th e  song i s  a  s u b t le  s h i f t i n g  o f 
a c c e n ts  re m in isc e n t o f th e  hem io la  o f th e  M iddle Ages and R ennaissance .
A s t r i k in g  example o f  i t s  e x p re ss iv e  u se  o ccu rs  in  m easures 86 and 87 
where i t  u n i te s  w ith  a  grow th in  dynamic in t e n s i t y  to  r e f l e c t  the  
poignancy o f  th e  t e x tu a l  p a ssag e , " re n d e r in g  d ea th  and fo re v e r  w ith  
each  b re a th in g ."  In  m easure 86, one can n o te  th e  l e f t  hand o f th e  p iano  
a g a in s t  th e  r i g h t  hand and v o ic e . Then, in  m easure 87, occu rs  a  s h i f t  
to  th e  o p p o s ite  v o ic in g  arrangem ent (Example 1 ) .
Example 1. "Somewhere I  Have Never T ra v e lle d ,"  m easures 86 and 87. 





The com poser’ s ch o ice  o f tempos s e n s i t iv e ly  r e f l e c t s  p o e tic  
m eanings. Beginning w ith  a d e s ig n a tio n  o f 88 f o r  s e c t io n  1 , th e  
tempo a c c e le r a te s  w ith  a  p lù  mosso to  J^= 100 f o r  s e c t io n  2 , a s  th e  p o e t 
speaks o f lo v e ’ s power to  "u n c lo se"  him. T his f a s t e r  tempo I s  enhanced 
In  th e  accompaniment by th e  rhythm ic u n d u la tio n  o f a  ch rom atic  d u p le t 
f ig u r e  o f two s ix te e n th  n o te s  p e r  b e a t which f u r th e r  se rv e s  to  d r iv e  
th e  m usic fo rw ard . Rhythmic I n te n s i ty  co n tin u es  to  grow as  s e c t io n  3 
opens w ith  a n o th e r  p in  mosso to  J^= 112, In  measure 37 . T h is p lù  mosso 
a t  th e  opening o f s e c t io n  3 ( th e  l a s t  two l in e s  o f p o e t ic  s ta n z a  2) I s  
j u s t i f i e d  by th e  te x tu a l  re fe re n c e  to  lo v e ’ s power to  open h is  l i f e .  In  
th e  th i r d  p o e tic  s ta n z a , th e  p o e t acknowledges lo v e ’s power to  c lo se  h is  
l i f e ,  an Idea  th a t  I s  m atched w ith  a  r e tu r n  In  m easure 45 to  th e  o r ig in a l  
tempo, J^= 88. T his tempo p r e v a i l s  f o r  th e  rem ainder o f th e  song.
I t  I s  i n te r e s t in g  to  o b serve  th a t  th e  s ix te e n th - n o te  d u p le t 
f ig u r e  In  th e  accompaniment, m easures 29 th rough  34, w ith  th e  w ords,
"your s l i g h t e s t  look  e a s i ly  w i l l  u n c lo se  m e," re c u rs  in  m easures 50 
th rough  52 w ith  th e  w ords, " I f  your w ish be to  c lo se  m e," seeming to
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l in k  t h i s  rhythm ic id e a  w ith  Cummings * i d e a l i s t i c  concept of th e  power 
o f  lo v e .
The more ra p id  p ian o  p assages may be b e s t  d e sc rib ed  as  c o n tra -  
p u n ta lly  p ro p e lle d  dance rhythm s. W ithin  th e  accompaniment a re  numerous 
complex rhythms w hich p robab ly  w i l l  c h a llen g e  th e  p i a n i s t .  On th e  o th e r  
hand, th e  v o ice  l i n e  i s  rh y th m ica lly  uncom plicated  d e s p i te  freq u en t 
appearances o f sy n co p a tio n s  and su sp en sio n s .
Melody
G e n era lly , th e  v o ic e  m a in ta in s  a  l y r i c a l  co o lness and a i r in e s s  
th roughou t th e  song. Much o f  th e  rhythm ic energy and dynamic in te n s i ty  
i s  g en era ted  by th e  p ia n o .
A lthough th e  c o n tra s t in g  fo rm al s e c tio n s  do n o t in c lu d e  ex ten s iv e  
re c u rre n c e  o f m e lo d ie s , r e c u r r in g  m elodic p a t te r n s  do e x i s t  and g ive  
u n i ty  to  th e  through-com posed form . Study o f  th e  v o ice  l in e  re v e a ls  
th a t  th e  in t e r v a l s  t h a t  c o n s t i tu te  th e  opening m otive in  th e  v o ice  
(m easures 6 and 7)— th e  m ajor and m inor second, th e  p e r f e c t  fo u r th  and 
i t s  in v e rs io n , th e  p e r f e c t  f i f t h —dom inate th e  m elodic l i n e  (Example 2 ) .
Examp le  2. "Somewhere I  Have Never T ra v e lle d ,"  m easures 6 and 7, 
v o ic e  l i n e .  C opyright 1969 by Boosey & Hawkes, In c .
y j ,  J
■ ŸSome-wljêre. I XoYC niv- e\r tyav-zllid
The descending h a l f  s te p  from F to  E, in  m easure 7 w ith  th e  word 
" t r a v e l l e d ,"  r e tu rn s  f r e q u e n tly  a t  v a r io u s  p i tc h e s  and re tu rn s  l i t e r a l l y
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in  measure 57 w ith  th e  words "sudden, sudden ,"  in  m easures 97 and 103 
w ith  th e  word " c lo s e s ,"  in  m easures 112 and 113 w ith  th e  words " th an  
a l l  r o s e s ,"  and f i n a l l y ,  a t  th e  end o f  th e  s o n g 's  v o ca l l i n e  in  m easure 
115, w ith  th e  words "h as  such sm all h an d s."  The in te r v a l  o f th e  p e r f e c t  
fo u r th  which i s  a  p a r t  o f  th e  m otive in  m easures 6 and 7, lik e w ise  
f re q u e n tly  re c u rs  e i t h e r  in  i t s  o r ig in a l  form o r in v e r te d  a s  a  p e r fe c t  
f i f t h .  Perhaps th e  c l e a r e s t  example o f B in k e rd 's  re p e a te d  u se  o f 
in te r v a ls  from t h i s  m otive i s  th e  l a s t  fo rm al s e c t io n  o f th e  song in  
which th e  e n t i r e  v o c a l melody c o n s is ts  o f th e se  fo u r  i n t e r v a l s , w ith  
ex cep tio n  o f th e  m inor t h i r d  in  m easures 94 and 95 and m easures 106 and 
107, and th e  m inor sev en th  in  m easure 113.
T h is c o n ce n tra te d  and somewhat r e s t r i c t e d  i n t e r v a l l i c  vocabu lary  
n a tu r a l ly  r e s u l t s  in  p a r t  from B in k e rd 's  em phasis upon q u a r ta l  harmony 
in  t h i s  song, f o r  th e  p e r f e c t  fo u r th ,  th e  m ajor and m inor second and 
t h e i r  in v e rs io n s  a re  re c u r r in g  in te r v a l s  in  th e se  ch o rd s . D e ta i ls  
reg a rd in g  harm onic p ro ced u res  in  t h i s  song w i l l  be d iscu ssed  below.
A lthough th e  v o ic e  l in e  g e n e ra lly  i s  q u i te  a n g u la r , c o n tra s tin g  
co n ju n ct p assages r e f l e c t  p o e tic  m eanings. For exam ple, th e  smoothness 
o f  th e  v o ca l s ty le  in  s e c t io n  2 g r e a t ly  c o n tr a s ts  w ith  th e  a n g u la r i ty  o f 
p reced in g  and subsequent s e c t io n s .  In  m easures 29 th rough  34, th e  e a s i ly  
flow ing co n ju n c t l i n e  r e f l e c t s  "your s l i g h t e s t  lo o k  e a s i ly  w i l l  unclose  
m e." T h is v o ca l l in e  then  cu lm ina tes  in  a  b e a u t i f u l ly  e x p re ss iv e  
p assag e , in  m easures 33 and 34, where th e  v o ice  descends by w h o le -s tep s  
w ith  a  decrescen d o , e f f e c t iv e ly  m irro rin g  th e  w ords, "have c lo se d  m yself 
a s  f in g e r s ."  One a ls o  may observe th e  manner in  which keyboard l in e s  
h e re  converge to  r e in fo r c e  th e  p o e tic  im agery.
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The f i n a l  form al s e c tio n  c re a te s  a p a r t i c u l a r ly  in tim a te  mood 
im plied  by th e  t e x t .  One means th rough which B inkerd r e f l e c t s  th i s  
in tim acy  i s  low ering  th e  t e s s i t u r a  o f th e  v o ic e  l i n e  in  t h i s  s e c tio n  
below th a t  o f th e  song in  g e n e ra l.
The v o ic e  l in e  ends very  sim ply w ith  two s ta tem e n ts  o f the  
m inor-second in te r v a l .  The s im p lic i ty  o f th e  c lo s in g  words and melody 
c re a te s  an atm osphere o f ten d e rn ess  and in tim acy .
T ex tu re ; Harmony and C oun terpo in t
In  t h i s  song, as in  many contem porary co m p o sitio n s, th e  a n a ly s t 
should n o t a ttem p t to  la b e l  each chord as  to  i t s  ap p o in ted  p la c e  o r 
fu n c tio n  in  a t r a d i t i o n a l  harmonic system . R a th er, one must speak in  
term s of s h i f t in g  to n a l  c e n te rs  which a re  im p lied  th rough  harmonic 
a r t i c u la t io n — te n s io n  and re la x a t io n —c re a te d  by chord s t r u c tu r e s  
around a tone o r  chord b a se .
The song does n o t use a key s ig n a tu re  because co n v en tio n a l key 
s ig n a tu re s  a re  too  r e s t r i c t i v e  to  perm it th e  q u ick  and s u b t le  changes 
th a t  a re  an in t e g r a l  p a r t  o f B in k e rd 's  m usica l language.
This s e t t i n g 's  harmonic language which speaks th rough  a p re ­
dom inantly  c o n tra p u n ta l te x tu re  i s  c re a te d  m ostly  by two ty p es  o f 
harm onic s t r u c tu r e s — q u a r ta l  and q u in ta l  harmony. T e r t ia n  and secundal 
s t r u c tu r e s  occur le s s  f r e q u e n tly .
A fre q u e n t o ccu rrence  o f chords by fo u r th s  and f i f t h s  g e n e ra lly  
seems to  r e f l e c t  th e  poem 's h ig h ly  sym bolic and unorthodox language, fo r
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th e se  chord s t r u c tu r e s  a re  to n a l ly  ambiguous because any member can 
fu n c tio n  a s  th e  r o o t .^
M easures 1 th rough  3 i l l u s t r a t e  q u in ta l  and q u a r ta l  cho rd s . The 
i n f l u e n t i a l  ro le  o f  q u in ta l  harmony in  t h i s  song i s  sug g ested  in  th e  
f a c t  t h a t  th e  s e t t in g  opens (Example 3) and c lo s e s  (Example 4) w ith  
p assag es  o f q u in ta l  c o n s tru c t io n . I t  can be observed  th a t  in  m easure 3 
harm onic s t r u c tu r e s  a r e  c l e a r ly  q u a r ta l  (Example 3 ) .  Example 3 f u r th e r  
I l l u s t r a t e s  how B inkerd  a r r iv e s  a t  s t r u c tu r e s  d i f f e r e n t ly — through  
c o u n te rp o in t, m easures 1 and 2 , and ch o rd s , m easure 3 .
Example 3. "Somewhere I  Have Never T ra v e lle d ,"  m easures 1-3 w ith  d ia -  
ygrammed harm onic s t r u c tu r e s .  C opyright 1969 by Boosey & Hawkes, 
In c .
W r J
' . I ~
The c lo s in g  two m easures s p e l l  ou t th e  same q u in ta l  s t r u c tu r e  w ith  which 
th e  s e t t in g  opens in  th e  f i r s t  m easure (Example 4 ) .
V incent P e r s i c h e t t i ,  T w en tie th -C en tu ry  Harmony (New York: 
W. W. N orton & C o., I n c . ,  1961), p . 94.
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Example 4. "Somewhere I  Have Never T ra v e lle d ,"  m easures 122 and 123. 
C opyright 1969 by Boosey & Hawkes, In c .
I'p...̂ ..-
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The p a r t i a l  in v e rs io n  o f q u a r ta l  s t r u c tu r e s  c r e a te s  compound 
c o n s tru c tio n s  which may in c lu d e  b o th  th i r d s  and fo u r th s  a s  w e ll a s  o th e r  
i n t e r v a l s .  " . . .  most o f th e  chord members must be p laced  a  fo u r th  
a p a r t  in  o rd e r  to  p re se rv e  th e  d i s t i n c t iv e  q u a r ta l  sound; o th e rw ise  th e  
q u a r ta l  s t r u c tu r e s  may sound l i k e  e le v e n th , th i r t e e n th ,  o r  added -no te  
ch o rd s ."^  I f  th e  number o f  th i r d s  and fo u r th s  i s  e q u a l, th e  chord may 
be co n sid e red  as e i th e r  a  t e r t i a n  o r  q u a r ta l  s t r u c tu r e .
T h is song in c lu d e s  a l l  o f  th e  harmonic s t r u c tu r e s  above. For 
example, m easures 42, 44, and 50, in c lu d e  veiry c le a r  i n t e r v a l l i c  su cces­
s io n s  and c h o rd a l p ro g re s s io n s  c o n s tru c te d  in  fo u r th s .  On th e  o th e r  
hand, m easure 114 i l l u s t r a t e s  th a t  some chord s t r u c tu r e s  p o sse ss  b o th  
q u a r ta l  and t e r t i a n  c h r a c t e r i s t i c s  (Example 5 ) .  On th e  f i r s t  b e a t i s  
formed a  t e r t i a n  chord in  C w ith  a  m ajor t r i a d ,  m inor sev en th , m ajor 
n in th ,  p e r f e c t  e le v e n th , and m ajor th i r t e e n th .  However, th e  to n es  D, G,
P e r s i c h e t t i ,  p . 94.
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and C a re  a rp e g g ia te d  in  th e  p iano  r ig h t  hand a s  ascend ing  p e r f e c t  
fo u r th s  which emerge th rough  th e  so n o rity  and add a  q u a r ta l  q u a l i ty  to  
th e  t e r t i a n  sound (Example 5 ) .
Example 5. "Somewhere I  Have Never T ra v e lle d ,"  m easures 113-115. Copy­
r ig h t  1969 by Boosey & Hawkes, In c .
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As can be observed  in  th e  b ass  l in e  in  m easure 14, a rp e g g ia te d  
c o n secu tiv e  p e r f e c t  fo u r th s  occu r p e r io d ic a l ly  to  c r e a te  th e  d i s t i n c t iv e  
q u a r ta l  sound. T his m easure c o n ta in s  a s ix -n o te  q u a r ta l  chord b u i l t  on 
E. A lso , in  m easures 42 and 43, one can observe a p ro g re s s io n  by fo u r th s  
which i s  connected  by common to n e s .
T e r t ia n  harm onic s t r u c tu r e s  a re  p re se n t in  th e  song and c o n t r i ­
b u te  to  th e  harmonic language in  an ex p re ss iv e  m anner. For example, in  
m easures 62 th rough  64, w ith  th e  w ords, "snow c a r e f u l ly  everywhere 
d escen d in g ,"  a  b e a u t i f u l  cu lm in a tin g  "snow" f ig u r e  i s  e la b o r a te ly
conveyed by th e  p ia n o . Both hands p lay  c h ro m a tic a lly  descending  p a r a l l e l
6
th i r d s  which c o l l e c t iv e ly  make up th e  4 in v e rs io n  o f th e  m ajor seven th
3
chord . Note th a t  th e  e f f e c t  i s  n o t l i t e r a l  a s  in  some s ix te e n th -c e n tu ry  
m a d rig a ls . Here th e  descending  m usical m otion and th e  work "descending" 
a re  on ly  lo o s e ly  a s s o c ia te d  (Example 6 ) .
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Example 6. "Somewhere I  Have Never T ra v e lle d ,"  m easures 62-64. Copy­
r ig h t  1969 by Boosey & Hawkes, In c .
For c o n tr a s ts  in  harm onic c o lo r  th e  composer p e r io d ic a l ly  
a l t e r n a t e s  q u a r ta l  and t e r t i a n  s t r u c tu r e s  in to  th e  harm onic f a b r ic .  For 
example, upon c ro ss in g  th e  b a r  l i n e  from m easure 86 in to  m easure 87, th e  
composer changes from q u a r ta l  to  t e r t i a n  c o n s tru c tio n . Here th e  change 
of harmonic c o lo r  jo in s  w ith  th e  hem iola e f f e c t  o f  m easure 87 to  g e n e ra te  
a  m u sica l i n t e n s i ty  f o r  th e  clim ax in  m easure 88 (Example 7 ) . As i l l u s ­
t r a t e d ,  th e  th r e e  t e r t i a n  chords in  m easure 87 a re  r e s p e c t iv e ly ;  (1) a 
d im inished  t r i a d  w ith  a d im in ished  sev en th  b u i l t  on D -sharp , (2) a m ajor 
t r i a d  w ith  a  m ajor seven th  b u i l t  on F, (3) a  m ajor t r i a d  b u ild  on F. 
Measure 87 f u r th e r  se rv es  to  i l l u s t r a t e  some c h a r a c t e r i s t i c s  of 
B in k e rd 's  tre a tm e n t o f d issonance  in  t e r t i a n  s t r u c tu r e s .  An F -n a tu ra l  
sounds th rough  th e  m easure. The F -n a tu ra l  in  th e  f i r s t  chord of measure 
87 could  be co n sid ered  e i t h e r  as an a n t ic ip a t io n  o f th e  to n e  as i t  
appears  in  th e  second chord o f th e  m easure o r  a s  a  non-harm onic tone  
th a t  i s  re so lv e d  w ith in  th e  chord to  F -sh a rp . Should th e  l a t t e r  view be 
ta k e n , th e  F -n a tu ra l  may be seen as  a  p a ss in g  to n e  from th e  E -n a tu ra l  o f 
th e  p reced in g  m easure to  th e  F -sharp  th a t  se rv es  a s  th e  th i r d  o f the  
d im in ished  chord . The non-harm onic F -sharp  th a t  sounds in  th e  th i r d
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chord o f m easure 87 may be la b e le d  an ap p o g g ia tu ra  th a t  i s  approached 
by leap  from th e  p reced in g  A and re so lv ed  to  F -n a tu ra l  w ith in  th e  same 
chord (Example 7 ) .
Example 7. "Somewhere I  Have Never T ra v e lle d ,"  m easures 86 and 87. 
C opyright 1969 by Boosey & Hawkes, In c .
;
a n d  f o r  — e v
i
Secundal chord s t r u c tu r e s  o c c a s io n a lly  appear i n  th e  song e i th e r  
a s  th e  dominant sound o f a  m easure o r  as  s o n o r i t ie s  which a l t e r n a t e  w ith  
q u a r ta l  harm onies. As i l l u s t r a t e d  in  measure 8 , secundal s t r u c tu r e s  w ith  
wide spacing  draw f u r th e r  a p a r t  du ring  th e  m easure (Example 8 ) .
Example 8. "Somewhere I  Have Never T ra v e lle d ,"  m easure 8 . C opyright 
1969 by Boosey & Hawkes, In c .
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Because o f  th e  in h e re n t q u a l i t i e s  o f  secundal and q u a r ta l  
s t r u c tu r e s  and th e  com poser's  tre a tm e n t o f non-harm onic to n es  w ith in  
t e r t i a n  s t r u c tu r e s ,  d isso n an ces  occu r f r e q u e n tly  in  t h i s  song. However, 
i n  s p i t e  o f d isso n an ces  which emerge from a  contem porary harm onic s t y l e ,  
B inkerd  r e t a in s  t r a d i t i o n a l  in g re d ie n ts  and a  c e r t a in  warmth in  h is  
b a s ic a l ly  to n a l  harm onic language th rough  h i s  h ig h ly  in d iv id u a l  s ty le  
o f  v o ic in g , spac ing  and g e n e ra l harm onic m an ip u la tio n .
C o n trap u n ta l com position  com prises th e  predom inant f a b r ic  in  th e  
s e t t i n g .  As i l l u s t r a t e d  in  m easures 6 and 7, im i ta t iv e  c o u n te rp o in t i s  
an  in f lu e n c e  in  th e  s e t t i n g 's  h o r iz o n ta l  te x tu r e  (Example 9 ) .  H ere, th e  
v o ic e  sounds a  fo u r -n o te  f ig u r e  th a t  i s  im ita te d  in  s t r e t t o  by th e  
accompaniment.
Example 9. "Somewhere I  Have Never T ra v e lle d ,"  m easures 5 -7 . C opyright 
1969 by Boosey & Hawkes, In c .
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W ithin  t h i s  b a s ic a l ly  c o n tra p u n ta l s t y l e  e x i s t s  a  wide v a r ie ty  
i n  v e r t i c a l  te x tu r e .  Beginning in  m easure 37, th e  p iano  p re s e n ts  in  
o c tav e s  fo u r  m easures o f  a d is ju n c t  m elodic l in e  which i n t e r a c t s  w ith  
th e  v o ice  to  c r e a te  a tw o -p a rt c o n tra p u n ta l te x tu r e .  This t e x tu r a l  
s p a r s i ty  and d e lic a c y  s k i l l f u l l y  enhances th e  image o f a  ro s e  opening
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" p e ta l  by p e t a l . "  In  c o n t r a s t ,  th e  passage  in  m easures 57 and 58, 
i l l u s t r a t e s  th e  com poser's u se  o f h e a v ie r  f iv e - p a r t  c o n tra p u n ta l te x tu re  
to  su p p o rt th e  c l im a c tic  moment w ith  th e  word "su d d en ly ."
In  t h i s  song, as  in  o th e r  B inkerd songs, when ch o rd a l p assages 
a re  in s e r te d  in to  th e  c o n tra p u n ta l f a b r i c ,  th ey  o f te n  a re  used f o r  t h e i r  
dynam ically  In te n s e  c h a r a c t e r i s t i c s .  For exam ple, th e  dense chords in
m easure 87 b u i ld  to  th e  c l im a c tic  apex o f m easure 88. In  c o n t r a s t ,  one
a ls o  can h e a r dense chords p re se n te d  in  a  subdued, s u b t le  manner. For 
exam ple, in  m easure 45, sev en -no te  chords o f s o f t ,  lu sh  s o n o r i t ie s
r e f l e c t  th e  m ystery  and d e lic a c y  o f th e  moment in  which sp rin g  opens
" h e r  f i r s t  r o s e ."
Most o f  B in k e rd 's  songs in c lu d e  p assag es  o f  monophonic r e c i t a t i v e  
w hich f r e q u e n tly  r e f l e c t  p a r t i c u l a r ly  p o ig n a n t, in tim a te  p o e t ic  id e a s .
For exam ple, m easures 92 th rough  99 p re s e n t a  p a r t i c u l a r ly  in t im a te  
p o e t ic  p a ssa g e . Up to  t h i s  p o in t  th e  p o e t has spoken o f  s p e c i f ic s  
re g a rd in g  h is  beloved— "your e y e s ,"  "your most f r a i l  g e s tu r e ,"  "your 
s l i g h t e s t  lo o k ."  However, i n  t h i s  p a r t i c u l a r  passage  he a d d re sses  h e r 
t o t a l  p e rso n  w ith  th e  w ords, " I  d o n 't  know w hat i t  i s  about y o u ."  A 
profound in tim acy  i s  s k i l l f u l l y  enhanced w ith  employment o f th e  v o ic e  
a lo n e .
In  t h i s  m usic one u s u a lly  can h e a r  to n a l  c e n te r s ,  e s p e c ia l ly  i f  
th e  v o ic e  l i n e  i s  observed  c lo s e ly .  Tonal am bigu ity  in h e re n t in  q u a r ta l -  
harmony s e c tio n s  p la c e s  much o f  th e  burden o f  t o n a l i ty  v e r i f i c a t i o n  on 
th e  most a c t iv e  o r  most im p o rtan t m elodic l i n e .  However, bo th  in  
t e r t i a n  and q u a r ta l  s e c t io n s ,  th e  n o ta t io n  does n o t always g iv e  a  v is u a l  
im p ressio n  o f t o n a l i t y  because B inkerd does n o t n e c e s s a r i ly  u se  sh arps
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and f l a t s  to  in d ic a te  to n a l i t y ,  bu t r a th e r  w i l l  choose enharmonic 
s p e l l in g  fo r  ease  o f  r e a d a b i l i ty  and convenience. For example, in  
measure 30, D -sharps which se rv e  as  chord members in  th e  accompaniment 
appear as  E - f l a t s  in  th e  v o ic e  l i n e .  A lso , to n es  which se rv e  to  support 
a c e r ta in  t o n a l i t y  may appear c h ro m a tic a lly  a l t e r e d  w ith in  a m easure.
For exam ple, in  m easures 11 and 12, tones o f F -sh a rp , C -sharp and G-sharp 
su p p o rt an A to n a l i t y  w h ile  th e  G-sharp a ls o  appears  a s  a  G -n a tu ra l and 
a D -n a tu ra l ap p ea rs  r a th e r  th an  a D -sharp . In  such a  s i tu a t io n  to n a l 
p o l a r i t i e s  e s ta b l is h e d  by th e  v o ice  l in e  u s u a l ly  become th e  d e c is iv e  
e lem en t.
Because th e  s e t t in g  opens and c lo se s  in  th e  to n a l i ty  o f A, th e re ­
by s tre n g th e n in g  fo rm al u n i ty ,  and because A re tu rn s  p e r io d ic a l ly  in  th e  
song, i t  i s  th e  predom inant to n a l i ty .  Many o th e r  t o n a l i t i e s  a re  
e s ta b l is h e d  o r  im p lied  and some p ro g re ss io n s  a re  to  rem ote keys.
A lthough no c o n v en tio n a l p a t te r n  o f to n a l i ty  p ro g re s s io n  i s  a p p a ren t, 
one can observe  th a t  some s e c tio n s  (1 and 2) in c lu d e  p ro g re s s io n s  by 
fo u r th s  and t o n a l i t i e s  f r e e ly  s h i f t  from th e  m inor to  th e  m ajor mode 
w ith in  a  t o n a l i ty  (m easures 19 through 23 and 49 th rough  54) and from a 
m inor key to  i t s  r e l a t i v e  maj o r (measures 100 th rough  110). B inkerd 
u se s  f r e e  s h i f t i n g  between m ajor and m inor modes fo r  ex p re ss iv e  pu rposes. 
For exam ple, in  m easures 15 through 18, th e  words " in  your most f r a i l  
g e s tu re "  a re  r e f le c te d  in  E-minor and w ith  th e  words " a re  th in g s  which 
en c lo se  me" th e  to n a l i ty  s h i f t s  to  A-m ajor. Thus, B inkerd a s s o c ia te s  
f r a i l t y  w ith  th e  m inor mode and s tre n g th  w ith  th e  m ajor mode. The 
to n a l i ty  scheme can be diagrammed as fo llo w s :
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F igure  2. T o n a lity  Scheme o f  "Somewhere I  Have Never T ra v e lle d ."  
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"Somewhere I  Have Never T rav e lled "  I s  a sensuous song. P o e tic  
s u b je c t m a tte r  i s  r e f le c te d  through  an e x p re ss iv e  v o c a l l i n e  which 
develops a g a in s t  a d is so n a n t p iano  accompaniment. W ord -pa in ting , bo th  
obvious and s u b t le ,  i s  a r t i s t i c a l l y  conceived .
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2. "And I  Am Old To Know"
No p la c e  seemed f a r th e r  th an  your d ea th  
But when I  went th e re  -  gone from th e r e .  
I t  was from your lo v e  you spoke 
And i t  was to  your lo v e  I  moved.
And as  you speak i t  -  oh my own.
In  th e  days, in  th e  n ig h ts  o f your v o ic e . 
Always th e  w orld o f lo v e  opens,
Opens in to  a l l  i t s  meaning.
And a s  I  lo n g e r move to  you.
As you w a it and a s  you ta k e  me.
Not l i k e  a lo v e r b u t l i k e  love  
You t e l l  me and I  am o ld  to  know:
Love i s  to  th e  f a r t h e s t  p l a c e . . .
Love i s  to  a p la c e  so f a r
That now -  now from i t s  g r e a te r  d is ta n c e
To see  where d ea th  was, I  look  b ack .^
T h is t e x t  was w r i t t e n  by P a u lin e  Hanson to  whom th e  composer 
d ed ica ted  the  m u sica l s e t t i n g .  The poem d e a ls  w ith  th e  re c u r r in g  
m y s tic a l theme o f  lo v e  and death  in  e te r n a l  tim e and i n f i n i t e  space .
C onsidering  th e  s ig n if ic a n c e  o f a  song com poser's ch o ice  o f t e x t s ,  
i t  i s  w orthw hile  to  co n tin u e  te x tu a l  s tu d y  by c o n s id e rin g  th e  p o e te s s 's  
p e rso n a l view :
. . .  my alw ays f u l l - t im e  b u s in e ss  p o s i t io n  and th e  f a c t  th a t  
I  w r i te  s lo w ly , has l e f t  me w ith  l i t t l e  more th an  no tim e f o r  
re a d in g . T his has had i t s  g r e a t  b le s s in g s  fo r  I  never th in k  o f ,  
am never aw are o f ,  " s t y l e . "  Which i s  why, I  suppose, w hether 
peop le  l i k e  o r  d o n 't  l i k e  my work, th ey  say  my v o ic e  i s  on ly  my own.2
S ince 1950, Hanson has been th e  r e s id e n t  s e c re ta ry  a t  YADDO, 
S ara toga  S p rin g s , New York. YADDO i s  a  fo u n d a tio n  and r e t r e a t  where
^ P au lin e  Hanson, The F orever Young and O ther Poems (Chicago: 
Swallow P re s s , 1957), p . 11.
P a u l i n e  Hanson, p e rso n a l l e t t e r ,  February  2 , 1972.
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w r i te r s ,  com posers, p a in te r s  and s c u lp to r s  go to  Immerse them selves in  
c r e a t i v i t y .  I t  was h e re  th a t  B inkerd f i r s t  met th e  p o e te s s .
"And I  Am Old To Know" was composed in  1958, e ig h t  y e a rs  a f t e r  
"Somewhere I  Have Never T ra v e lle d ,"  B in k erd ’ s f i r s t  p u b lish ed  song.
"And I  Am Old To Know" i s  a  t r a n q u i l  m u sica l s e t t in g  w e ll s u i te d  to  th e
m ystic ism  o f  th e  poem. One o f  th e  m ost ap p a ren t s t y l i s t i c  changes from
th e  e a r l i e r  song i s  a much more s u b t le  word p a in t in g .^
Form
W hile th e  song i s  e s s e n t i a l ly  through-com posed, i t  i s  o rg an ized
in to  s tro p h e s  in  o rd e r  to  r e f l e c t  th e  o rg a n iz a tio n  o f  th e  poem. Addi­
t io n a l  u n i ty  i s  ach iev ed  by basin g  each  s tro p h e  on s im i la r  m u s ica l 
m otives and s o n o r i t i e s ,  to g e th e r  w ith  s u f f i c i e n t  v a r ie ty  to  m a in ta in  th e  
e f f e c t  o f  th rough  com position . One m ight say  th a t  th e  form i s  a  h ig h ly  
developed s t ro p h ic  v a r i a t io n  form w ith  an e s s e n t i a l l y  through-com posed 
e f f e c t .  The form can be diagrammed a s  fo llo w s ;
For f u r th e r  d is c u s s io n  on t h i s  s u b je c t r e f e r  to  D orothy Veinus 
Hagan "Gordon B in k e rd ,"  American Composers A llia n c e  B u l l e t in , X/3 
(Septem ber, 1962), pp . 4 -5 .
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F ig u re  3 . M usical and P o e tic  Form o f "And I  Am Old To Know."
Text M easures
Strophe 1 1 - 1 8
In te r lu d e  18 -  24
Strophe 2 2 4 - 4 2
I n te r lu d e  42 -  48
S trophe 3 4 8 - 9 2
I n te r lu d e  92 -  93
S trophe 4 93 -  122
The p r in c ip a l  m elody, which f i r s t  appears in  m easures 1 through 
6 , c o n s is ts  o f  a  head m otive in  th e  f i r s t  fo u r n o te s  which a re  then  
re p e a te d  in  somewhat m o d ified , compressed form in  th e  l a s t  fo u r n o te s . 
These two groups of fo u r n o te s  a re  jo in e d  to g e th e r  w ith  a  G -sharp . 
W ith in  th e  song i t s e l f ,  B inkerd u ses  m ain ly  th e  head m otive o f sometimes 
th r e e ,  sometimes fo u r  n o te s  in  a  tran sp o sed  and v a r ie d  m anner. For 
example, what appears to  be a  new m elodic id ea  a t  th e  beg inn ing  o f th e  
second s tro p h e , in  m easure 24, i s  m erely  a f i l l i n g  in  o f  th e  m elodic 
sk ip s  in  th e  head m otive . I t  th en  becomes somewhat of a  co n ju n ct 
v e rs io n  o f th e  beg inn ing  o f  th e  f i r s t  s tro p h e . In  th e  i l l u s t r a t i o n  
below , in  o rd e r  to  more c le a r ly  show th e  re la t io n s h ip  betw een th e  two 
m e lo d ie s , th e  melody beg inn ing  in  m easure 24 i s  tra n sp o se d  down one 
whole s te p  (Example 1 0 ).
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Example 10. "And I  Am Old To Know," r e la t io n s h ip  between th e  b eg inn ings 
o f th e  f i r s t  and second s tro p h e s . C opyright 1971 by Boosey & 
Hawkes, In c .
yn,2^ ftransposed Âoiun a. whole s i e p )
J J-jJ 1°-^
\d a.s you speak  l‘t  ‘ oh m v
jyn
An e& !% own>
l i t _______
I I* I
Afo Place.  seemeJ -Par ( f her)
At th e  beg inn ing  of th i r d  s tro p h e , in  m easure 48, appears 
an o th e r co n ju n c t v e rs io n  o f th e  head m otive which i s  s im ila r  to  th e  
beg inn ing  o f th e  second s tro p h e  (Example 11 ).
Example 11. "And I  Am Old To Know," r e la t io n s h ip  between th e  beg inn ings 
of th e  f i r s t  and th i r d  s tro p h e s . C opyright 1971 by Boosey & 
Hawkes, In c .
iva ( t r a n s p o s e d  u p Of)e--half s i e p )
a
4nd as  
m. I I
I long-ej- m y e  to  y^u
?
hlo place,  s eemed  -ParCfher)
The fo u r th  s tro p h e  b eg ins in  measure 94 w ith  th e  f i r s t  th re e  
n o te s  o f  th e  o r ig in a l  head m otive tran sp o sed  and th e  second in te r v a l  
changed from a  m ajor th i r d  to  a  p e r f e c t  fo u r th  (Example 1 2 ).
39
Example 12. "And I  Am Old To Know," m easures 94-97, v o ic e  l i n e .  Copy­
r ig h t  1971 by Boosey & Hawkes, In c .
i i
Loke Is to the. -Pcurihesi p lace .
Because s tro p h e  3 c o n ta in s  th e  poem 's clim ax and ends w ith  the  
phrase  th a t  B inkerd chose as  th e  t i t l e  o f th e  poem, "And I  Am Old To 
Know," i t  i s  th e  lo n g e s t , most e la b o ra te  and most im portan t s e c t io n , 
m u s ica lly  and te x tu a l ly .  The s e c t io n ,  which in c lu d e s  f o r ty - f iv e  measures, 
48 through  92, c o n s is ts  o f two d i s t i n c t  and approx im ate ly  equal p a r t s .
The f i r s t  p a r t ,  m easures 48 th rough  69, encompasses a l l  o f th e  t e x t  up 
to  th e  l a s t  p h ra se , "And I  am o ld  to  know." The second p a r t ,  m easures 
70 th rough  92, i s  based e n t i r e l y  on th e  l a s t  p h rase  which i s  th e  t i t l e  
p h rase  o f th e  song. The melody c o n s is ts  e n t i r e ly  of r e c a p i tu la te d  
m a te r ia l  tak en  from th e  b eg in n in g s o f th e  f i r s t  and second s tro p h e s  and 
th e  p iano  in te r lu d e  betw een them. This o rg a n iz a tio n  t i e s  the  id e a s  of 
"knowing," "ag ing" and "m atu ring" to  th e  e a r l i e r  id e a s  o f  d ea th  ( f i r s t  
s tro p h e) and lo v e  (second s tro p h e ) .
A nother example o f  how B inkerd t i e s  th e  id e a  o f  m aturing  to  th e  
id e a  o f lo v e  o ccu rs  a s  th e  re p e a te d  n o te s  a t  th e  end o f s tro p h e  2 
become th e  su s ta in e d  n o te s  o f  s tro p h e  3 (Example 13 ).
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Example 13. "And I  Am Old To Know," r e la t io n s h ip  between m elodic
p assages o f  s tro p h e s  2 and 3 . C opyright 1971 by Boosey & Hawkes, 
In c .
O-ptns  i ' n - + o  all  I f s  mzan-i'n^
6B 67
hloi li'ke a  l o v - e r  bu+ like love, you  w>£
For th e  m ost p a r t ,  th e  p iano  in te r lu d e s  and p o s tlu d e  a re  
invo lved  in  c o n tra p u n ta l tre a tm e n t o f th e  head m otive  from m easures 1 
through 3, in  i t s  o r ig in a l  form and tran sfo rm ed . For exam ple, th e  head 
m otive re c u rs  im i ta t iv e ly  in  m easures 18 th rough  23 (Example 14 ).
Example 14. "And I  Am Old To Know," m easures 18 -  23, p iano  o n ly . 
C opyright 1971 by Boosey & Hawkes, In c .
, 1
1
1 ^ ,  J ' *  1 ^
n : , . i - J W
iCP
Formal u n ity  i s  r e in fo rc e d  th rough  th e  r e c a p i tu l a t io n  o f more o r 
le s s  extended p assag es . M easures 113 through  128 a re  a  to n a l  r e c a p i tu ­
l a t io n  o f m easures 1 th rough  9 , b u t w ith  long  l i n e s  o f rhythm ic
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augm entation . One can observe  th a t  th e  p iano  I n te r lu d e  I l l u s t r a t e d  In  
Example 14 re c u rs  rh y th m ic a lly  augmented and tra n sp o se d  In  m easures 74 
through  86.
The f i n a l  fo u r  b a rs  o f th e  p o s tlu d e  c lo s e  th e  s e t t in g  as i t  
opened w ith  two to n es  In  th re e -o c ta v e  spac ing  preceded  by w idely  spaced  
g race  n o te s .
This i s  a  v e ry  compact work which I s  based  la r g e ly  on a s in g le  
m o tive . I t  I s  m a s te r fu l  c o n s tru c tio n  o f  a  v e ry  e f f e c t iv e  s e t t in g  f o r  
th e  t e x t .
Rhythm, M eter, and Tempo
An a l i a  b rev e  tim e s ig n a tu re  I s  used th roughou t and excep t fo r  
a  p lù  mosso In  th e  t h i r d  s tro p h e , th e  song m a in ta in s  a  r e l a t i v e l y  slow , 
d e l ib e r a te  tempo (g j= 4 0 ), which I s  w e ll s u i te d  to  th e  m ystic ism  o f  th e  
poem.
The v o ic e  l i n e ,  which moves m ostly  in  q u a r te r ,  h a l f ,  and d o t te d -  
h a l f  n o te s .  I s  rh y th m ic a lly  uncom plicated . In  th e  l a s t  s tro p h e , r e f l e c t ­
in g  th e  poem’s su g g es tio n  o f m a tu r ity , th e  v o ic e  l i n e  s e t t l e s  more In to  
h a l f  and whole n o te s .  The rhythm ic augm entation  cu lm in a tes  in  a  l i n e  
which I s  m o stly  whole n o te s , to  th e  t e x t ,  "To see  where d ea th  was, I  
look  b ack ."
The keyboard p a r t  i s  s ig n i f i c a n t ly  d i f f e r e n t  Inasmuch a s  i t  
p o sse sse s  g re a t  rhythm ic v a r ie ty  which ranges from th e  two su s ta in e d  
to n es  In  o c ta v e s , which open and c lo se  th e  s e t t i n g ,  to  complex rhythm s 
o f th e  t h i r d  s tro p h e  which In c lu d e  ra p id  s ix te e n th - n o te  f ig u r e s .
Between th e s e  extrem es a ls o  e x i s t s  v a r ie ty .  For exam ple, th e  p iano p a r t
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o f th e  f i r s t  s tro p h e  in c lu d e s  a good d e a l o f  q u a r te r -n o te  movement as  
compared to  th e  in te r lu d e  in  m easures 74 th rough 86, which in c lu d e s  only 
h a l f  and whole n o te s , th e re b y  r e f l e c t i n g  th e  em otional s t a b i l i t y  which 
u s u a lly  accom panies th e  ag ing  p ro c e ss .
The th i r d  s tro p h e  in c lu d e s  a  rhy thm ic tre a tm e n t w hich c o n tr a s ts
w ith  th e  rem ainder o f th e  s e t t in g .  H ere, in  m easures 48 th rough  69,
rhythm ic i n t e n s i t y  i s  b o m  o u t o f th e  in c re a s in g  excitem en t o f  th e  t e x t .
The m usic seems to  c a ta p u l t  forw ard  a s  th e  p iano  proceeds from e ig h th -
n o te  movement in to  t r i p l e t  f ig u r e s  i n  m easure 59, and from th e re  in to
s ix te e n th - n o te  movement beg inn ing  in  m easure 61. Above t h i s  a g i t a t io n ,
th e  v o ic e  s o a rs  in  a more s u s ta in e d  m anner, which clim axes w ith  th e
w ords, "As you w a it and a s  you ta k e  me/Not l ik e  a lo v e r  b u t l i k e  lo v e /
$
You t e l l  me. . . "
In  t h i s  s e t t i n g ,  as  in  o th e r  B inkerd  songs, much o f  th e  rhythm ic 
in t e n s i t y  i s  g en era ted  by th e  p ian o .
Melody
T his com position  c o n s is ts  o f  a  slow  ly r i c  v o c a l l i n e  over a 
s t y l i s t i c a l l y  v a r ie d  accompaniment. The v o ic e  l in e  p ro g re s se s  in  a  
n o tic e a b ly  more co n ju n c t manner th an  th e  e a r l i e r  song, "Somewhere I  Have 
Never T ra v e lle d ."  This e a r l i e r  song in c lu d e s  approx im ate ly  o n e - th ird  
co n ju n c t i n t e r v a l s  w hereas "And I  Am Old To Know" in c lu d e s  approx im ate ly  
tw o -th ird s  co n ju n c t i n t e r v a l s .  As a  r e s u l t ,  "And I  Am Old To Know" 
sounds more tu n e fu l  and s in g a b le  to  some l i s t e n e r s .  Most o f  the  
co n ju n c t v o ca l p assag es  p roceed  c h ro m a tic a lly  in  lo n g , s u s ta in e d  l i n e s .
43
The p r in c ip a l  melody, which f i r s t  ap p ears  in  m easures 1 through 
6 , c o n s is ts  o f a head m otive in  th e  f i r s t  fo u r  n o te s  which a re  then  
re p e a te d  i n  somewhat m od ified , compressed form . The two groups o f fo u r 
n o te s  a re  jo in e d  to g e th e r  by th e  chrom atic  p a ss in g  tone  G -sharp. Each 
group o f  fo u r  n o te s  i s  ended by a  f a l l i n g  sev en th . In te r v a ls  between 
th e  n o te s  o f th e  second group a re  sm a lle r  th an  th o se  o f the  f i r s t  g roup. 
Thus, th e  p e r f e c t  fo u r th , m ajor t h i r d ,  and m ajor seven th  of th e  f i r s t  
group become a m ajor th i r d ,  m inor second and m inor seven th  in  th e  second 
group. At th e  beg inn ing  of th e  song in  m easures 1 through 6, th e  f a l l i n g  
back o f th e  melody w ith  descen ts  o f  a  sev en th  re p re se n ts  th e  words 
"seemed f a r th e r "  and "your d e a th ."  This i l l u s t r a t e s  how th e  melody i s  
used to  re p re s e n t  d e je c tio n  (Example 1 5 ).
Exam ple.15. "And I  Am Old To Know," m easures 1 - 6 ,  v o ice  l in e  on ly . 
C opyright 1971 by Boosey & Hawkes, In c .
No place seemed •for-iher thah your death
As i l l u s t r a t e d  in  Example 10, th e  second s tro p h e  beg ins w ith  a 
co n ju n c t v e rs io n  o f th e  p r in c ip le  melody.
In  th e  th i r d  s tro p h e , th e  p r in c ip a l  m elodic l in e  i s  s tra ig h te n e d  
o u t .  What in  th e  o r ig in a l  head m otive was a  f a l l i n g  seven th  was in v e r te d  
to  become an ascend ing  augmented second w ith  th e  t e x t ,  " . . .  you tak e  
me" (Example 16 ).
Example 16. "And I  Am Old To Know," m easures 59-65, v o ice  l in e  on ly . 
C opyright 1971 by Boosey & Hawkes. In c .
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H ere, in  m easures 59 through  65, th e  t e x t  becomes more hopefu l and so 
th e  l i n e  co n tin u es  to  ascend r a th e r  th an  f a l l  back as i t  d id  in  th e  
f i r s t  s tro p h e  w ith  th e  words "seemed f a r th e r "  and "your d e a th ."  With 
th e  w ords, " .  . . and as you ta k e  me/Not l ik e  a  lo v e r ,"  th e  so n g 's  
c lim a c tic  apex i s  reached .
The f i n a l  s tro p h e  b eg ins in  m easure 94 w ith  th e  f i r s t  th re e  n o te s  
o f th e  head m otive s e t  to  th e  w ords, "Love i s  to  th e  f a r th e s t  p la c e ."  
Then, th e  n ex t p h rase  in  m easures 100 through  103, i s  leng thened  by one 
n o te , B - f la t .  I t  co n tin u es  ascending  and r i s e s  to  i t s  h ig h e s t p o in t on 
th e  t e x t ,  "Love i s  to  a  p lace  so f a r . "
Note th a t  perhaps th e  c l e a r e s t  s ta tem en t o f th e  p r in c ip le  melody, 
which i l l u s t r a t e s  a m arriage  o f  te x t  and m usic, occurs  n e a r th e  end in  
m easures 113 th rough  122. The melody c le a r ly  f a l l s  back a seven th  on th e  
key w ords, "where death"  and " lo o k  back" (Example 1 7 ).
Example 17. "And I  Am Old To Know," m easures 113-121, v o ic e  l in e  o n ly . 
C opyright 1971 by Boosey & Hawkes, In c .
m
I - i— & ■
45
Score study  re v e a ls  th a t  th e  melody i s  h ig h ly  m o tiv a ted  by 
te x tu a l  c o n s id e ra tio n s . S e n s i t iv i ty  to  p o e tic  d e t a i l  i s  c h a r a c t e r i s t i c  
o f B in k e rd 's  songs in  g e n e ra l.
T ex tu re ; Harmony and C oun terpo in t
With c e r ta in  e x c e p tio n s , such as  a t  th e  beg inn ing  and end, th e  
harmony, w hether sug g ested  c o n tra p u n ta l ly  o r  r e a l iz e d  in  homophonie 
p ro g re s s io n s , i s  t e r t i a n .  W ith in  th i s  broad ca teg o ry  much v a r ie ty  i s  
p o s s ib le ,  and B inkerd a v a i l s  h im se lf  o f  most o f th e  p o s s i b i l i t i e s .  In  
m easures 63 and 64, f o r  exam ple, th e  s in g le  in te r v a l  o f  a t h i r d  i s  
used a s  p a r t  o f  a  s e q u e n tia l  p a t te r n  in  th e  r ig h t  hand o f th e  accompani­
ment (Example 18).
Example 18. "And I  Am Old To Know," m easures 63 and 64, r i g h t  hand o f 
accompaniment o n ly . C opyright 1971 by Boosey & Hawkes, In c .
A p ro g re s s io n  o f p a r a l l e l  th i r d s  i s  heard  in  a  th ic k e r  te x tu re  
in  m easures 34 th rough  37. Here e x i s t s  a ls o  a  b i t  o f  word p a in t in g ,  f o r  
as  th e  te x t  speaks o f  th e  w orld o f love  "o p en in g ,"  v a r io u s  l i n e s  in  th e  
accompaniment and v o ic e  in  m easures 36 and 37 seem to  open up through  
c o n tra ry  m otion (Example 19 ).
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Example 19. "And I  Am Old To Know," m easures 34-37. C opyright 1971 by 
Boosey & Hawkes, In c .
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S e v e ra l t h i r d s  a re  combined to  make sev en th  ch o rd s , w ith  an 
o c c a s io n a l n in th  ch o rd , in  th e  r i g h t  hand o f th e  keyboard in  m easures 41 
th rough  44. A g a in st th e  sev en th  chords in  th e  r i g h t  hand, th e  bass 
co u n te rs  w ith  i t s  own moving l i n e  doubled i n  f i f t h s .  There i s  no 
p re d ic ta b le  c h o rd a l p ro g re s s io n  in  a  t r a d i t i o n a l  s e n se , b u t r a th e r  
B inkerd sim ply u se s  c h o rd a l s o n o r i t ie s  to  r e in f o r c e  and f i l l  ou t th e  
sound o f th e  two moving c o n tra p u n ta l p a r t s  (Example 2 0 ). T his s ty le  i s  
re m in isc en t o f  B in k e rd ’ s te a c h e r , W alter P is to n ,  who c h a r a c t e r i s t i c a l l y  
pursued  tw o -p a rt c o n tra p u n ta l  w r i t in g  " su p p o rted .b y  chords l a i d  ou t in  
b lo c k s ." ^
O tto  D e ri, E xp lo ring  T ^ jen tie th -C en tu ry  Music (New York: H o lt,
R in e h a rt and W inston, I n c . ,  1968), p . 477.
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Example 20. "And I  Am Old To Know," m easures 41-44, accompaniment o n ly . 
C opyrigh t 1971 by Boosey & Hawkes, In c .
^41 42 |  ̂ 4 Ï
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C hordal te x tu r e s  based upon t e r t i a n  harmony used in  r a th e r  
s im p le , v e r t i c a l  s o n o r i t ie s  as  i l l u s t r a t e d  above a re  r a th e r  r a r e  i n  th e  . 
song a s  a  w hole. U sually  th e  s o n o r i t i e s  a r e  ren d e red  in  c o n tra p u n ta l 
form. In  a d d i t io n ,  one h ea rs  a  r i c h  m ix tu re  o f  d issonance  and consonance 
c re a te d  w ith  co n v en tio n a l p ass in g  to n e s , n e ig h b o rin g  to n e s , appogg ia- 
tu r a s ,  su sp en sio n s  and th e  l i k e .  However, th e  d issonance  i s  n o t alw ays 
re so lv e d  in  th e  manner o f  e ig h te e n th  and n in e te e n th -c e n tu ry  m usic .
There a re  many new p o s s i b i l i t i e s ,  b u t th r e e  ty p es  o f r e s o lu t io n  a re  
predom inant in  t h i s  song: (1) r e s o lu t io n  o f  d isso n an ce  may be f r e e  in
th a t  i t  may b e  re so lv e d  in  an o th e r v o ic e , a n o th e r o c tav e , o r  even l a t e r  
in  th e  m easure , (2) th e  r e s o lu t io n  may be avoided  a s  th e  composer sim ply 
co n tin u es  h is  m u s ica l l i n e  as  though th e  d isso n an ce  had n o t o c cu rred ,
(3) d isso n an ce  may occur s im u ltan eo u sly  w ith  i t s  r e s o lu t io n  and th e  
r e s u l t a n t  sound i s  la c k in g  in  th e  q u a l i ty  o f r e s o lu t io n  in  th e  t r a d i ­
t io n a l  s e n se . The f r e e  a l t e r n a t io n  o f m ajor and m inor th i r d s  i s  a n o th e r  
harm onic co m p lica tio n  which can e i t h e r  g e n e ra te  d issonance  o r  sim ply 
cause th e  mode to  f lu c tu a te  between m ajor and m inor.
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The fo llo w in g  example i l l u s t r a t e s  th e  manner in  which B inkerd 
r e a l i z e s  th e  po lyphonic  im p lic a tio n s  o f  a p ro g ress io n  o f  t e r t i a n  
harm onies. The i l l u s t r a t i o n  in c lu d e s  m easures 48 th rough  51, w ith  ad d i­
t io n a l  s ta v e s  b en ea th  to  i l l u s t r a t e  th e  im plied  ch o rd a l s t r u c tu r e s .  The 
f lu c tu a t in g  m ajor o r  minor th i r d s  a re  in d ic a te d  in  p a re n th e se s  and the  
non-chord to n es  a re  in  b ra c k e ts . One can observe th a t  in  t h i s  ex ce rp t
th e  ro o t  o f  th e  s o n o r ity  in  th e  l e f t  hand i s  always a t h i r d  below th a t
o f th e  r i g h t  hand. P u tt in g  b o th  hands to g e th e r  o f te n  c re a te s  a seven th  
chord , sometimes w ith  a  c la sh  betw een th e  th i r d s  o r  f i f t h s ,  as in  
m easures 48 and 49. S p e c if ic  in s ta n c e s  o f th e  u se  of n o n -ch o rd a l tones 
a re  as  fo llo w s :
Measure 49: th e  F -sharp  and G a t  th e  beg inn ing  o f th e  measure i s
an example o f a  su sp en sio n  and i t s  r e s o lu t io n  heard
s im u lta n eo u s ly .
The r ig h t  hand D i s  an example o f f r e e  r e s o lu t io n  to  
a  n o te  an oc tav e  above i t s  normal r e g i s t e r .  Here 
th e  C-sharp in  th e  l e f t  hand, n o ta te d  a s  a  D - f la t  in  
th e  o r ig in a l  s c o re , re s o lv e s  to  th e  D.
There a re  s e v e ra l  examples o f  a l t e r n a t in g  m inor and 
m ajor th i r d s  w ith  o c tav e  d isp lacem ent in  bo th  th e  
r ig h t  and l e f t  hands.
Measure 50: In  t h i s  m easure, th e  melody n o te , A -sh arp , i s  a non­
chord to n e . The composer t r e a t s  i t  as an accen ted  
p a ss in g  to n e  which re s o lv e s  upward to  B.
M easure 51: H ere th e  composer s e t s  up an o s t i n a to - l ik e  a l t e r n a ­
t io n  o f B, th e  ro o t  o f  th e  t h i r d  in  th e  l e f t  hand, 
and A, th e  f i f t h  o f th e  chord in  th e  r i g h t  hand.
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Example 21. "And I  Am Old To Know," m easures 48-51 w ith  im plied  chords. 
C opyrigh t 1971 by Boosey & Eawkes, In c .
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As a w hole, one cannot f in d  any p r in c ip le  govern ing  chordal 
p ro g re s s io n s . Any harm onization  i s  a  consequence of th e  v o ic e  l in e .  
Perhaps th e  composer w rote the  v o ic e  l i n e  f i r s t  fo llo w in g  i t  w ith  an 
accompaniment which sim ply f i l l s  i t  ou t h a rm o n ically  and p ro v id es  
rhythm ic a c t i v i t y .
S ev e ra l good examples o f  B inkerd ’s u se  o f harmonic p ro g ress io n s  
fo r  d ram atic  purposes occu r near th e  end o f  th e  song. Two f i n a l  s t a t e ­
ments o f a re c u r r in g  m otto which c o n s is t  o f E’s in  th re e -o c ta v e  spacing  
preceded by g ra c e  n o te s  occur in  m easures 112 and 131. This s in g le  
n o te , E, i s  q u i te  sim ple and undram atic in  i t s e l f  and so , owing to  i t s  
im portance to  th e  song a s  a  re c u rr in g  m otto , th e  composer goes to  
unusual le n g th s  to  in tro d u c e  i t  w ith  th e  p ro p e r d ram atic  im pact. His 
s o lu t io n  i s  to  in tro d u c e  th e  E’ s a s  unexpected r e s o lu t io n s  o f the  chords
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Im m ediately p reced in g  them. In  th e  f i r s t  example from m easure 112, th e  
to n a l  c e n te r  le ad in g  up to  th e  E - f l a t  m inor chord over th e  F p ed a l tone  
i s  D - f la t .  In  fu n c tio n a l  harmonic te rm s, one h e a rs  t h i s  s o n o r ity  as a 
su p e rto n ic  chord in  D - f la t  over a  m ediant p e d a l. By suddenly  re so lv in g  
th e  chord to  th e  s in g le  n o te  E, th e  composer shows th a t  th i s  s o n o r ity  
can a lso  be co n sid e red  as  th e  m ediant o f B-m ajor, w ith  a  sim ultaneous 
m ajor and m inor t h i r d ,  re s o lv in g  to  th e  ro o t o f th e  subdom inant. This 
i s  q u ite  unexpected , b u t d ra m a tic a lly  e f f e c t iv e  because i t  re in tro d u c e s  
th e  unharmonized n o te s  o f E in  unexpected y e t b e lie v a b le  fa sh io n . In  
o rd e r to  i l l u s t r a t e  th e  i r r e g u la r  r e s o lu t io n ,  in  th e  example below , th e  
p ro g re ss io n  appears as  i t  o ccu rs  in  th e  song fo llow ed by an enharm onically  
changed v e rs io n  so th a t  th e  changed d i r e c t io n  o f th e  chord to n es  can be 
c le a r ly  seen  (Example 2 2 ).
Example 22. "And I  Am Old To Know," m easure 112, i r r e g u la r  harm onic 
p ro g re s s io n . C opyright 1971 by Boosey & Hawkes, In c .
The second example in  m easure 131, in tro d u c e s  th e  E 's  ag a in , 
b u t in  y e t a d i f f e r e n t  way. U nlike m easure 112, th e  chord a t  th e  
beg inn ing  o f m easure 131 i s  consonan t. In  co n tex t i t  sounds l ik e  th e  
to n ic  o f G -sharp m ajor (C=B-sharp) .  But w ith  i t s  sudden and unexpected 
re s o lu t io n  to  E, th e  composer shows th a t  i t  can a lso  se rv e  a s  th e  a l t e r e d
51
m edian t o f  E m ajor (V /V I). I n  t h i s  r e s o lu t io n ,  th e  G -sharp rem ains in  
one’ s e a r  w h ile  th e  f i n a l  E 's  a re  sounding th e reb y  su g g es tin g  a 
t i h r c e  de P ic a r d ie . Thus th e  song ends on a  h o p e fu l n o te  ach ieved  only  
by su g g es tio n  (Example 23 ).
Example 23. "And I  Am Old To Know," m easure 131, i r r e g u la r  harmonic 
p ro g re s s io n . C opyright 1971 by Boosey & Hawkes, In c .
ii r:
In  t h i s  m usic , one can u s u a lly  h e a r to n a l  c e n te r s ,  e s p e c ia l ly  
i f  one l i s t e n s  to  th e  v o ic e  l i n e  a lo n e . As i s  t r u e  in  m ost B inkerd 
songs p u b lish e d  th u s  f a r ,  th e  n o ta t io n  does n o t g iv e  a v i s u a l  im pression  
o f  t r a d i t i o n a l  t o n a l i t y  b ecau se , f o r  one re a so n , sh arp s  and f l a t s  do n o t 
in d ic a te  th e  d i r e c t io n  o f  m u s ica l l in e s  o r in d ic a te  a key . No key 
s ig n a tu re s  a re  p ro v id ed  and, in  one m easure o r  group o f m easures, th e re  
may be so many ch rom atic  a l t e r a t i o n s  and non-harm onic to n es  t h a t  a key 
r e la t io n s h ip  i s  q u i te  im p o ss ib le  to  d e te c t  by v is u a l  means.
The to n a l i t y  o f  s tro p h e  1 , fo r  exam ple, i s  g e n e ra l ly  in  D, m ajor 
o r  m inor, n o t alw ays d is c e rn a b le  and o f te n  m ixed. Toward th e  end o f th e  
s tro p h e , in  o rd e r to  em phasize the  cadence B inkerd le a d s  th e  v o ice  up to  
an  E - f l a t  i n  m easure 13, and th en  down th rough  D to  D - f l a t .  The D - f la t  
i s  broadened in to  a  to n a l  c e n te r  f o r  a few m easures, 14 th rough 17, b u t 
th e  p h ra se  i t s e l f  r e tu r n s  to  D a t  i t s  end in. m easure 18. I t  shou ld  be
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c l e a r  from c o n te x t t h a t  th e  D - f l a t  a c tu a l ly  fu n c tio n s  a s  a  p ro longed  
le a d ln g - to n e  a re a  In  o rd e r  to  em phasize th e  f i n a l  cadence o f th e  s tro p h e  
on D. In  e a r l i e r  t im e s , t h i s  a re a  would p robab ly  have been n o ta te d  as  
C -sharp  in s te a d  o f  D - f l a t ;  however, th e  key o f D - f l a t  e n t a i l s  th e  use  o f 
few er a c c id e n ta ls  th a n  th e  key o f C -sharp , and so , w ith o u t r e s o r t in g  to  
a  change o f key s ig n a tu re s  th e  a c c id e n ta ls  f o r  D - f l a t  a re  used f o r  
convenience.
O v e ra ll , th e  f i r s t  two s tro p h e s  a re  g e n e ra l ly  in  a  D to n a l i t y .  
The f i r s t  few m easures o f  th e  f i r s t  s tro p h e , however, a re  r a th e r  ambig­
uous to n a l ly  because  D i s  a t  f i r s t  av o id ed . The p ian o  f i r s t  s t r i k e s  
E 's  a lo n e  and w ith  no o th e r  to n es  f o r  re fe re n c e , one does n o t know 
w hether t h i s  i s  th e  to n a l  c e n te r  o r n o t .  Then, th e  v o ic e  e n te r s  o u t­
l in in g  th e  C-m ajor t r i a d  in  m easures 1 and 2. The v o ic e  p a r t  su g g es ts  
t h a t  th e  opening E was th e  t h i r d  o f th e  C-major t r i a d .  However, t h i s  
im p ressio n  i s  soon d is p e l le d  by th e  e n try  o f th e  to n e s  G -sharp and C- 
sh a rp , b o th  fo re ig n  to  th e  key o f C, in  m easure 3 . In  m easures 4 and 5 , 
i t  i s  ap p aren t th a t  C -sharp  i s  th e  le a d in g  tone  to  th e  to n a l  c e n te r ,  D, 
and G-sharp i s  th e  le a d in g  to n e  to  i t s  dom inant.
A to n a l i t y  o f  D g e n e ra l ly  p r e v a i l s  th rough  s tro p h e  2 and th e  
f i r s t  p a r t  o f  s tro p h e  3. In  m easure 59, where th e  opening m otive 
ap p ea rs  in  i t s  new, co n tin u o u s ly  ascend ing  form a t  th e  w ords, "And as 
you ta k e  m e," th e  to n a l i t y  s h i f t s  d e c is iv e ly  from D to  D - f l a t .  I t  
rem ains in  e f f e c t  u n t i l  m easure 74, where i t  changes to  E - f l a t .
At th e  beg in n in g  o f th e  l a s t  s tro p h e , m easure 94, th e  composer 
r e tu r n s  to  D - f l a t .  Here th e  p e n u ltim a te  s ta tem en t of th e  o r ig in a l  
m otive occurs  a s  i t  i s  expanded upward to  i t s  f a r t h e s t  p o in t  on th e
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w ords, "Love i s  to  a  p la c e  so f a r . "
The r e tu r n  o f th e  opening s e c t io n  a f t e r  m easure 112 i s  to n a l ly  
ambiguous, j u s t  a s  was th e  beg inn ing  i t s e l f .  In  m easure 123, th e  p iano  
p o s tlu d e  tu rn s  to  F m ajo r, th e n , i n  m easure 127, to  G-sharp m ajo r. In  
m easure 131, G -sharp m ajor ceases  a b ru p tly  and th e  song ends a s  i t  began 
w ith  w id e ly  spaced  E 's .  The key scheme, based  to  a  g re a t e x te n t on th e  
v o ic e  p a r t ,  i s  diagrammed below.
F ig u re  4 . "And I  Am Old To Know," to n a l i t y  scheme.
1
E,C,D,
I n t e r ­ I n t e r ­
lu d e Strophe lu d e Î





P o s tlu d e
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The to n a l  scheme i s  u n if ie d  by p ro x im ity  r a th e r  th an  through  
t r a d i t i o n a l  r e la t io n s h ip s  between c lo s e ly  r e l a t e d  keys in  a  c i r c l e  o f 
f i f t h s .  A ll  keys used a re  grouped to g e th e r  around o r n ea r D. Arranged 
in  ascend ing  c h ro n o lo g ic a l o rd e r th ey  a r e  D - f la t  o r C -sharp , D, E - f l a t ,  
E, F , and , b r i e f l y ,  G -sharp. The o rd e r  in  which th e se  to n a l  c e n te rs  
ap pear shows g re a t  s e n s i t i v i t y  to  m u sica l s t r u c tu r e .
A lthough much of th e  m u sica l te x tu r e  i s  c o n tra p u n ta l , homophony 
i s  used  f o r  c o n t r a s t  w ith  t e l l i n g  e f f e c t .  The song opens w ith  two to n es  
i n  th re e -o c ta v e  spac ing  which b eg in  p e rc u s s iv e ly  by means o f w idely  
spaced  g race  n o te s .  The e f f e c t  i s  a  c e r t a in  em ptiness which enhances 
th e  t e x t ' s  b a s ic  m ystic ism  in  i t s  d e a lin g  w ith  th e  su b je c t o f d ea th . 
Follow ing th e  s e t t i n g 's  opening, th e  te x tu r e  i s  homophonie u n t i l  m easure 
6 a t  which p o in t  c o u n te rp o in t becomes predom inant and rem ains so th rough  
m easure 69. As i l l u s t r a t e d  in  Example 14, im i ta t iv e  co u n te rp o in t i s  a
54
s ig n i f ic a n t  com p o sitio n a l elem ent In  t h i s  s e t t i n g .
M ixtures o f  te x tu re  e x i s t  a l s o .  For exam ple, th e  passage  In  mea­
su re s  36 th rough  44, In c lu d es  b o th  homophonie and c o n tra p u n ta l e lem en ts .
C lose o b se rv a tio n  o f th e  c o n tra p u n ta l Im p lic a tio n s  in  m easures 
48 through  51 seems a p p ro p r ia te , f o r  i t  re v e a ls  much reg a rd in g  B inkerd ’ s 
s ty l e  In  h is  songs In  g e n e ra l. In  I t s  form as  accompaniment to  th e  
v o ic e , i t  i s  q u i te  fragm ented, somewhat l ik e  th e  l u t e n i s t l c  s t i l e  b r l s d . 
F req u e n tly , because  o f th e  c o n s ta n t u se  o f o c tav e  d isp lacem en t, s im ul­
taneous use  o f m ajor and m inor t h i r d s ,  f r e e  u se  o f nonchord to n es  and 
th e  l i k e ,  th e  movement o f even th e  suggested  c o u n te rp o in t I s  q u i te  
obscu re . T h e re fo re , to  I l l u s t r a t e  th a t  th e  w orking o u t o f  c o n tra p u n ta l 
passages f r e q u e n tly  i s  p o ly p h o n lc a lly  o r ie n te d ,  an example o f m easures 
48 th rough  51 I s  In c luded  below. In  th e  i l l u s t r a t i o n ,  oc tave  d is p la c e ­
ments and p ro longed  l in e s  have been e q u a lized  where n ecessa ry  in  o rd e r  
to  r e a l i z e  th e  m elodic im p lic a tio n s  o f  each v o ic e . The r e s u l t  i s  more 
b land  th a n  th e  o r ig in a l  v e rs io n , b u t i t  p roves th a t  th e  accompaniment i s  
a  c o n tra p u n ta l r e a l i z a t i o n  o f a b a s ic a l ly  c h o rd a l harm onization  o f th e  
vo ca l m elody. However, as  can be observed , i t  rem ains f a r  removed 
s t y l i s t i c a l l y  from e ig h te e n th -c e n tu ry  c o u n te rp o in t (Example 2 4 ).
Example 24. "And I  Am Old To Know," m easures 48-51, accompaniment only
e q u a l iz a t io n  o f  p a r t s .  C opyright 1971 by Boosey & Hawkes, In c .
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"And I  Am Old To Know" I s  a  b e a u t i f u l ly  s e n s i t iv e  s e t t in g  o f 
th e  Hanson t e x t .  In  th e  words o f  one w r i t e r  who h as  analyzed  much 
B inkerd m usic, " I t  i s  a  rem arkable  co n cep tio n  m u s ic a lly  and an u n u su a lly  
su c c e ss fu l m erging o f  th e  p o e t ic  w ith  th e  m u sica l th o u g h t."^
■^Bagan, "Gordon B in k e rd ,"  pp . 4 -5 .
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3, "What Sw eeter M usick"^
What sw ee te r m usick can we b r in g .
Then a  C a r r o l l ,  f o r  to  s in g
The B ir th  o f t h i s  our heaven ly  King?
Awake th e  Voice.’ Awake th e  S tr in g  I
To do Him honour; who’ s ou r King;
We see  Him come, and know Him o u rs .
Who, w ith  H is S unsh ine , and H is show ers, 
T um es a l l  th e  p a t i e n t  ground to  f lo w e r s .2
"What Sw eeter M usick," by R obert H e rr ic k  (1591-1674), i s  a  poem 
th a t  conveys a  sim ple  charm. I t s  Advent m essage i s  an u n p re te n tio u s  
t r i b u t e  to  C h r is t ,  th e  K ing. In  f a c t ,  m ost o f H e r r ic k ’ s s a c re d  p o e try  
d e a ls  w ith  th e  n a t i v i t y  and c ru c i f ix io n  o f  C h r is t .  The works ten d  to  be 
u n c lu t te re d  and s t r a ig h tfo rw a rd , o r ,  a s  one w r i t e r  has s t a t e d ,  "The 
com bination o f  genu ineness w ith  absence o f  d ep th  i s  th e  k e y -n o te  o f  a l l  
H e r r ic k 's  work.
"What Sw eeter Musick" i s  one o f s e v e ra l  poems s e t  to  m usic by 
H e r r ic k 's  con tem porary , Henry Lawes. The t e x t  i s  a  p o r t io n  o f  a  poem 
e n t i t l e d  in  th e  o r ig i n a l  Old E n g lish , "A C hristm as C a r o l l ,  sung to  th e  
King in  th e  P resen ce  a t  W h ite -H a ll,"  t h a t  Lawes s e t  f o r  fo u r  s o l i s t s  
and ch o ru s . B inkerd  e x tra c te d  h is  t e x t  from th e  th re e  s e c t io n s  th a t
^The m usic in  t h i s  s e t t i n g  o r ig in a l ly  was composed f o r  an o th e r 
t e x t ,  "A Bygone O ccasio n ."  S ince  "A Bygone O ccasion" was th e  f i r s t  
t e x t  s e t  to  t h i s  m usic , a  more d e ta i le d  m u sica l a n a ly s is  fo llo w s  l a t e r  
in  t h i s  s tu d y . B inkerd a ls o  a rran g ed  "What Sw eeter M usick" f o r  mixed 
v o ic e  c h o ir  (se e  Appendix A).
2
F. W. Moorman, e d . .  The P o e t ic a l  Works o f  R obert H e rric k  . 
(Oxford: C larendon P r e s s ,  1915), p . 364.
3
George S a in tsb u ry , e d . .  The P o e t ic a l  Works o f  R obert H e rr ic k , 
I  (London: George B e l l  & Sons, 1900), XL.
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Lawes s e t  f o r  ch o ru s . The r e s u l t  I s  an a b b re v ia te d  v e rs io n  o f th e
o r ig in a l  "C hristm as C a ro ll"  th a t  r e t a in s  I t s  b a s ic  message and s p i r i t . ^
B in k erd ’s m u sica l s e t t in g  I s  a  co n tra fac tu m  In  which H e r r ic k 's
sac re d  t e x t  I s  u n ite d  w ith  m usic p re v io u s ly  composed by B inkerd f o r  th e
s e c u la r  song, "A Bygone O ccasio n ,"  from th e  song c y c le .  Shut Out That
Moon. D uring an In te rv ie w  th e  composer r e la te d  how a young lady  sought
2
a v o c a l com position  fo r  perform ance In  an Advent church  s e r v ic e .  
R e a liz in g  th a t  tim e f o r  composing o r ig in a l  m usic was n o t a v a i la b le ,  
B inkerd a ttem p ted  to  uncover a  poem th a t  would s u i t  th e  m usic composed 
fo r  "A Bygone O ccasio n ."  Upon en co u n te rin g  th e  H e rr ic k  poem, B inkerd 
was d e lig h te d  to  d isc o v e r  th e  c o m p a tib i l i ty  of t e x t  and m usic . I t  
ap p ears  t h a t  "What Sw eeter M usick" I s  no l e s s  an  a r t i s t i c  work because 
th e  m usic p r e -e x is te d  th e  s e le c t io n  o f t h i s  t e x t .  As a  co m p o sitio n al 
p roced u re  t h i s  p r a c t ic e  I s  n o t w ith o u t p reced en t among s ig n i f ic a n t  
com posers. R ichard  S tr a u s s , f o r  In s ta n c e , to ld  Slegmund von Housegger 
In  1893, t h a t  he a ttem p ted  to  f in d  poems to  match e x is t in g  m usical
3
Id e a s .
The s e t t i n g  In  which t h i s  music I s  f i r s t  u se d , "A Bygone 
O ccasio n ,"  w i l l  be d iscu ssed  s e p a ra te ly  In  th e  s e c t io n  o f th e  study  
which d e a ls  w ith  song c y c le s .  That d is c u s s io n  In c lu d e s  d e ta i le d  
a n a ly t i c a l  d a ta ,  most o f which I s  a p p lic a b le  f o r  "What Sw eeter M usick."
^ o r  more In fo rm a tio n  re g a rd in g  th e  o r ig in a l  poem, r e f e r  to  
Moorman, p . 364.
2
Gordon B inkerd , p r iv a te  in te rv ie w , U rbana, I l l i n o i s ,  O ctober
16, 1971.
3
James H usst H a ll ,  The A rt Song (Norman: U n iv e rs ity  of
Oklahoma P r e s s ,  1953), p . 123.
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In  o rd e r to  avo id  r e p e t i t i o n ,  th e  re a d e r  i s  r e f e r r e d  to  th e  a n a ly t ic a l  
d is c u s s io n  of "A Bygone O ccasion" f o r  in fo rm atio n  of a  te c h n ic a l  n a tu re . 
The p re s e n t  a n a ly s is  d e a ls  e x c lu s iv e ly  w ith  H e r r ic k 'a  ppem.-
Form
The tw o -s tan za  poem i s  m u s ic a lly  p re sen ted  in  te rn a ry  form, 
A B A ' .  The incom plete  re s ta te m e n t o f p o e tic  s ta n z a  1 in  a  ^  capo 
manner i s  m u s ic a lly  p a r a l le l e d  by an a b b rev ia ted  r e c a p i tu la t io n  of 
s e c t io n  1 . As diagrammed below , each m usical s e c t io n  re p re se n ts  a 
p o e tic  s ta n z a .
F ig u re  5 . M usical and P o e tic  Form o f "What Sweeter M usick."
S e c tio n  M easures Poem Key R e la tio n sh ip s
1 (A) 1-26 S tanza  1 Begins in  G m ajo r, ends w ith
i i - I  cadence in  A m ajor.
2 (B) 26-52 S tanza  2 Begins w ith  chrom atic  modula­
t io n  to  B - f la t  m inor, ends in  
D - f la t  m ajor w ith  chrom atic 
p iv o t  tone  f o r  m odulation to  
G m ajo r.
3 (A ') 53-67 3 l in e s  Begins and ends in  G m ajor,
o f  s ta n z a  1 cadences a t  end on V -I over 
a  p ed a l p o in t .
U n like  o th e r  B inkerd  so n g s, "What Sweeter M usick" can be 
analyzed  by u s in g  th e  t r a d i t i o n a l  language o f com m on-practice harmony. 
C onsequently , one h e a rs  c l e a r - c u t  key re la t io n s h ip s  as w e ll as  o th e r 
m usica l c o n tr a s ts  d e f in in g  fo rm al s e c t io n s .
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Rhythm, M eter and Tempo
A s p i r i t  o f rev e ren ce  th a t  perm eates th e  poem i s  m u sica lly  
enhanced through  v a r io u s  rhythm ic c h a r a c te r i s t i c s  th a t  im part a sense 
of so lem nity  to  th e  s e t t in g ;  (1) the  b a s ic  tempo i s  la r g o , (2) 
rhythm ic movement o f th e  v o c a l l in e  i s  d e l ib e r a te  and uncom plicated , 
moving m ostly  in  q u a r te r  and h a l f  n o te s , (3) a  s in g le  m e te r , a l i a  b re v e , 
i s  u sed .
The second s ta n z a  re c e iv e s  a more e n e rg e tic  m u sica l re p re se n ta ­
t io n  th an  does th e  f i r s t  s ta n z a . In  m easure 27, a  poco p ih  mosso 
d e s ig n a tio n  f o r  th e  opening o f  s e c t io n  2 c re a te s  an  in c re a se d  rhythm ic 
energy which s tre n g th e n s  th e  poem 's ap p ea l fo r  th e  bestowment of honor 
to  th e  King who "Turnes a l l  th e  p a t ie n t  ground to  f lo w e rs ."
Melody
The p o e tic  s p i r i t  o f rev eren ce  i s  f u r th e r  r e f le c te d  in  th e  
so n g 's  b a s ic  m elodic s t y l e .  In  s p i te  of con tou r a n g u la r i ty ,  th e  l y r i c  
v o c a l l in e  i s  a  su s ta in e d  and connected le g a to . This m elodic s ty le  i s  
supported  by le g a to  n o ta t io n s  f o r  th e  p iano  in  m easures 1 and 38.
C onsidering  th a t  com position  of th e  m usic occu rred  p r io r  to  
s e le c t io n  o f th e  t e x t ,  th e  manner in  which th e  m elodic l in e  supports  
a cc e n ts  in  th e  p o e tic  l in e  i s  rem arkab le . The e a se  w ith  which th e  
H errick  poem i s  u n ite d  w ith  p re -e x is t in g  music i s  p r im a r i ly  a r e s u l t  
o f  m e tr ic  s i m i l a r i t i e s  between th e  Hardy poem, "A Bygone O ccasion ,"  
and H e r r ic k 's  t e x t .  Both a r e  in  iam bic m e te r, each fo o t c o n s is t in g  o f 
an u n s tre s s e d  s y l la b le  fo llow ed by a  s t r e s s e d  s y l l a b l e .  Most o f th e  
Hardy poem i s  in  iam bic d im e te r—two iam bic p a t te r n s  to  th e  p o e tic
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l i n e .  H e r r ic k 's  poem i s  in  iam bic te t r a m e te r—fo u r f e e t  to  th e  l i n e ,
A scan  o f b o th  poems re v e a ls  th a t  a lth o u g h  th e  Hardy and H e rr ic k  poems 
c o n s is t  o f fo u r  and two s ta n z a s  r e s p e c t iv e ly ,  th e  t o t a l  number o f f e e t  
(m e tric  p a t te r n s )  in  each poem a re  q u i te  c lo s e .  "A Bygone O ccasion" 
c o n ta in s  a t o t a l  o f f o r ty  m e tric  f e e t ,  w h ile  th e  H e rrick  te x t  w ith  i t s  
re p e a te d  l in e s  c o n ta in s  fo r ty - f o u r  f e e t .  Compensation f o r  th e  d i f f e r ­
ence in  o v e r a l l  poem le n g th  i s  n o t ach ieved  through th e  changing of 
n o te  v a lu e s , b u t r a th e r  th e  ty in g  o f s e v e ra l  n o te s  and te x tu a l  
r e p e t i t io n .
The s e t t i n g 's  dynamic clim ax occurs  in  m easures 45 and 46. This 
m u sica l tre a tm e n t o f th e  te x tu a l  p a ssag e , "Who, w ith  h is  su n sh in e , and 
show ers, /T urnes a l l  th e  p a t ie n t  ground to  f lo w e rs ,"  a p p ro p r ia te ly  
em phasizes th e  K in g 's  concern f o r  Mankind.
T ex tu re : Harmony and C oun terpo in t
Most of th e  s e t t in g  i s  based  on canonic  im i ta t io n  and m o tiv ic  
developm ent. S e c tio n  1 i s  a  th r e e - p a r t  canon a t  the  f i f t h .  At a 
g lan ce  one m ight c o n s id e r i t  m erely  a  th r e e - p a r t  c o n tra p u n ta l e x e rc is e , 
b u t c lo se  s c r u t in y  re v e a ls  th e  a p p ro p r ia te n e s s  o f c o n tra p u n ta l tre a tm en t 
of t h i s  s e v e n te e n th -c e n tu ry  p o e try . S e c tio n  3 , an a b b re v ia te d  r e c a p i t ­
u la t io n  of m u s ica l id e a s  from s e c t io n  1 , i s  a  mixed canon w herein  the  
v o ic e  and low er p iano  p a r t  ex ecu te  a  tw o -p a rt canon a t  th e  o c tav e  
w h ile  th e  two o r  th re e  in n e r  p a r t s  f i l l  i n  th e  harmony. S e c tio n  2 i s  
a  c o n tra s t in g  m iddle  s e c t io n .  Through a change to  th ic k e r ,  more homo- 
phonic te x tu r e ,  an in c re a s e  o f tempo and rhythm ic a c t i v i t y ,  a g e n e ra l 
in c re a s e  in  d is so n a n c e , and a h ig h e r dynamic le v e l ,  th e  m iddle  s e c t io n
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p ro v id e s  a  f o i l  f o r  th e  r e l a t i v e  calm ness in  s e c t io n s  1 and 3 . In  so 
d o in g , i t  p la c e s  dynamic emphasis upon th e  second p o e tic  s ta n z a . 
A lthough s e c t io n  2 p re s e n ts  new m u sica l id e a s ,  th e  re c u rre n c e  and 
m ir ro r in g  o f l in e s  from s e c tio n  1 o ccu rs  as  w e l l .
"What Sw eeter Musick" in  a  sen se  i s  a  C hristm as c a r o l .
A lthough th e  song i s  m u s ic a lly  more complex th an  th e  t r a d i t i o n a l  c a r o l ,  
th e  s im p l ic i ty  o f H e r r ic k 's  te x t  i s  jo in e d  w ith  a  m u sica l s e t t in g  w hich, 
w ith  i t s  c o n tro l le d  d issonance  and c le a r  t o n a l i t y ,  i s  r e l a t i v e l y  
uncom plicated  m usic a s  compared to  o th e r  B inkerd songs. The r e s u l t  o f 
t h i s  u n ion  o f  t e x t  and music i s  a  charm ing song o f p ra is e  to  C h r is t .
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4 . "Peace"^
My s o u l ,  th e re  i s  a  C o u n trie  
F a r beyond th e  s t a r s .
Where s ta n d s  a  winged C e n tr ie  
A ll  s k i l f u l l  in  th e  w ars.
There above n o is e , and danger
Sweet peace s i t s  crow n'd w ith  s m ile s . 
And one born  in  a Manger
Commands th e  B eauteous f i l e s .
He i s  th y  g rac io u s  f r ie n d .
And (0 my Soul awakeI)
Did in  pure  lo v e  descend 
To d ie  h e re  f o r  thy  sak e .
I f  th o u  c a n s t g e t b u t t h i t h e r .
T here growes th e  flo w re  of p eace .
The Rose t h a t  cannot w ith e r .
Thy f o r t r e s s e ,  and thy  ease ;
Leave th en  th y  f o o l i s h  ranges ;
F o r none can th e e  s e c u re .
But one , who never changes, _
Thy God, th y  l i f e ,  th y  Cure.
The t e x t  was w r i t t e n  by Henry Vaughan (1622-1695), an  E n g lish  
m e tap h y sica l p o e t who took  a  s p e c ia l  i n t e r e s t  in  th e  p e rc e p tio n  o f God 
in  n a tu r a l  o b je c ts  and in  communion w ith  th e  God of n a tu r e .  "Peace" i s  
an ode o f p r a is e  which speaks o f God as th e  so u rce  o f  p eace . I t  i s
3
m e tr ic a l ly  more r e g u la r  th a n  many Vaughan poems, and t h i s  p o e t ic  
rhythm len d s  i t s e l f  w e ll  to  m u sica l s e t t i n g .
A lthough th e  poem i s  p u b lish e d  as  one tw e n ty - lin e  u n i t ,  i t  
th e m a tic a lly  c o n s is ts  o f f iv e  q u a tra in s  ( f o u r - l in e  s t a n z a s ) , each of
^"Peace" i s  p u b lish ed  in  h ig h  and low ra n g e s . This a n a ly s is  
w i l l  s tu d y  th e  h ig h  v e rs io n .
2
Leonard C. M artin , e d . .  The Works o f Henry Vaughan, I I  (Oxford: 
C larendon P re s s ,  1914), 430.
O
E. C. P e t t e t ,  Of P a ra d is e  and L ig h t (Cambridge: Cambridge
U n iv e rs ity  P re s s ,  1960), p . 189.
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which in c lu d e s  a concep t of th e  n a tu re  o f God. The p o e tic  o rg a n iz a tio n  
can be diagrammed as  fo llo w s :
F ig u re  6 . P o e tic  O rg an iza tio n  of "P eace ."
Text Theme
f i r s t  q u a tra in  The m ajesty  and power o f  God.
( l in e s  1 through 4)
second q u a tra in  The peace o f God.
( l in e s  5 through 8)
th i r d  q u a tra in  The lo v e  o f God.
( l in e s  9 through 12)
fo u r th  q u a tra in  God -  th e  e te r n a l
( l in e s  13 through 16) so u rce  o f p eace .
f i f t h  q u a tra in  An ap p ea l to  man to  tu rn
( l in e s  17 through 20) to  th e  immutable God fo r
answ ers to  l i f e ' s  problem s.
The poem in c lu d e s  c o n tra s t in g  concep ts of th e  n a tu re  o f God.
I t  can be observed th a t  th e  f i r s t  and f i f t h  q u a tra in s  in c lu d e  concepts 
p re se n te d  a s  s tro n g  p ro c lam atio n s” th e  m ajesty  and im m u tab ility  o f God. 
In  c o n t r a s t ,  th e  second and th i r d  q u a tra in s  speak in  a  more s u b je c t iv e ,  
com forting  manner o f th e  p rov idence  and fa th erhood  of God. The fo u r th  
q u a tra in  i s  th e  tu rn in g  p o in t  o f th e  poem, fo r  h e re , fo llo w in g  though ts 
on th e  m a je s ty , p eace , and love  o f God, Vaughan concludes th a t  God i s  
th e  e te r n a l  source  o f p eace . This co n c lu s io n  then  lead s  in to  th e  f i n a l  
q u a t r a in 's  c lim a c tic  ap pea l f o r  men to  tu rn  to  God.
Form
The so n g 's  te rn a ry  form r e f l e c t s  th e  poem's o rg a n iz a tio n , as
fo llo w s :
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Figure 7. Musical and Poetic Form of "Peace."
S ec tio n s
M usical
Themes M easures Text
A ' (rep e a ted )
1-11 f i r s t  q u a tra in
T ex tu a l Themes
The m ajesty  and 
power of God.
12-23 second q u a tra in The peace o f God.
24-35 th i r d  q u a tra in The lo v e  o f God.
.2 35-44 fo u r th  q u a tra in God as th e  e te r n a l
(second h a l f  
o f melody)
45-54 f i f t h  q u a tra in  
55-65 (rep ea ted )
so u rce  o f p eace .
An ap p ea l fo r  Man 
to  tu rn  to  th e  
immutable God.
U nity  i s  ach iev ed  through th e  re c u rre n c e  o f  two m elod ies; th e  
m iddle  s e c t io n  in c lu d e s  th e  same two m e lo d ie s , a t  l e a s t  in  p a r t ,  th a t  
appeared  in  th e  f i r s t  s e c t io n . As d iscu ssed  below , c o n tr a s ts  between 
s e c t io n s  a re  c re a te d  p r im a r i ly  by o th e r  th a n  m elodic means.
Each o f  th e  m elod ies re p re se n ts  a  g e n e ra l concept o f th e  n a tu re  
o f  God. One can o b serve  in  th e  above diagram  th a t  theme "a"  re p re se n ts  
th e  more o r l e s s  im personal concep ts o f th e  m a je s ty , tim e le s sn e ss , and 
Im m u tab ility  o f God, a s  p re sen te d  in  th e  f i r s t ,  f o u r th ,  and f i f t h  
q u a tr a in s .  The melody i t s e l f ,  which f i r s t  appears  in  m easures 2 through 
10, i s  s t a t e l y ,  d i s ju n c t ,  and to n a lly  s tro n g  in  i t s  o u t l in in g  of chords 
in  th e  C to n a l i ty  (Example 2 5 ). The m elody 's  s t r e n g th  i s  r e a l iz e d  a t  
th e  so n g 's  s tro n g  beg inn ing  and c lim a c tic  ending . In  th e  m iddle 
s e c t io n ,  B inkerd u ses  th e  second h a l f  o f th e  "a" theme in  a  subdued 
r e c i t a t i v e  which p o in ts  to  God a s  th e  e te r n a l  so u rce  o f peace .
65
Example 25. "P eace ,"  m easures 2-10, v o c a l l i n e  o n ly , 
by Boosey & Hawkes, In c .
Copyright 1968
7 :  3  1 *  u ----' —» —y .—I*-
1 1 ^ '  1 L /  ' i  P
_ _ 5om Ijf/ierc is <1. Coun-iriC' Fa/ be.-ychct the-
l i  r ^ * r -  , h  / r - 1  n  /
srjt-s. Wher^ sru. i/j'*- - Sc/
!----=3 /O
Cto — TMC. /^li &Ki l i  -  /7 /I ^ 'iili-Ç u li im 'hint uJciirS^
The "b" theme re p re se n ts  th e  peace and lo v e  o f God as p re se n te d  
in  th e  second and th i r d  q u a tra in s . The s u b je c t iv i t y  o f t h i s  p o r tio n  
of th e  te x t  i s  r e f le c te d  in  th e  change to  a  l e s s  a n g u la r , more chrom atic , 
to n a l ly  ambiguous m elodic l in e  (Example 2 6 ). The theme f i r s t  appears 
in  th e  f i r s t  s e c t io n ,  m easures 12 through  23, th en  im m ediately re c u rs  
w ith  a  d i f f e r e n t  ending in  th e  m iddle s e c t io n ,  m easures 24 through 35.
Example 26. "P eace ,"  m easures 12-23, v o c a l l i n e  o n ly . C opyright 1968 
by Boosey & Hawkes, In c .
h o i s e .  4M j  a a n ~ q e i r  S u » « c t  F t a c e .TAet-€. hotse.̂
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The c l im a c tic  f i n a l  s e c t io n  i s  a  r e c a p i tu la t io n  of th e  "a^" 
theme and p iano  p a r t  from th e  f i r s t  s e c t io n .  Whereas o th e r s e c tio n s  
in c lu d e  two p o e tic  q u a tra in s ,  s e c t io n  "A "' in c lu d e s  only  th e  f i n a l
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q u a tra in  which B inkerd c l im a c t ic a l ly  em phasizes th rough  r e p e t i t i o n  o f 
t e x t  and m usic .
Because th e  m iddle s e c t io n  in c lu d e s  themes which occur in  o th e r  
s e c t io n s ,  m u sica l c o n tr a s ts  betw een s e c t io n s  a re  ach ieved  p r im a r i ly  by 
means o th e r  th an  m elodic c o n t r a s t ,  which in c lu d e : (1) m elod ies th a t
occur b o th  in  s e c tio n s  "A" and "B" have d i f f e r e n t  keyboard p a r t s ,  (2) 
th e  m idd le  s e c t io n  i s  p receded  and concluded by double  b a r  l in e s  and 
pronounced rhythm ic changes—a fe rm a ta  in  m easure 23, and an ^  tempo in  
m easure 45 , (3) w hereas th e  f i r s t  and l a s t  s e c t io n s  a re  w ith o u t a  key 
s ig n a tu r e ,  th e  m iddle s e c t io n  changes to n a l i ty  w ith  a  key s ig n a tu re  of 
th re e  f l a t s ,  (4) th e  m iddle s e c t io n  i s  l e s s  dynam ically  in te n s e  th an  
o th e r  s e c t io n s .
Rhythm, M eter and Tempo
The s e t t in g  m a in ta in s  a  h ig h  l e v e l  of rhythm ic a c t i v i t y  which 
i s  w e ll  s u i te d  to  th e  poem 's message o f hope through  th e  power and 
p ro v id en ce  o f God. T his i n t e n s i t y  i s  g en era ted  by r e c u r r in g  a c t iv e  
rhy thm ic p a t t e r n s ,  sy n co p a tio n s , and in  much o f th e  song , a  marked 
m e tr ic  p u ls e  which i s  s u s ta in e d  by a  predom inant t r i p l e  m eter (3 /4 ) and 
a  seldom a l t e r e d  tempo m odera to . Rhythmic and m e tr ic  p u ls e  i s  f u r th e r  
i n t e n s i f i e d  through B in k e rd 's  sc o re  in d ic a t io n  fo r  a l l  p a r t s ,  "Emphatic 
and so n o ro u s ."
B inkerd makes e x p re ss iv e  u se  o f r e g u la r i ty  and i r r e g u l a r i t y  of 
rhy thm ic and m e tr ic  p u lse  betw een th e  two p r in c ip a l  m e lo d ie s . Theme 
" a ^ ,” w hich p roc la im s th e  m a je sty  and power o f God, in c lu d e s  r e c u r r in g  
and p r e d ic ta b le  rhythm ic p a t te r n s  and a  s tro n g  m e tr ic  p u ls e  which i s
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g en e ra ted  by rhythm ic s t r e s s e s  on th e  f i r s t  b e a t o f each m easure . The 
r e s u l t  i s  a  s t a t e l y  e f f e c t  t h a t  enhances th e  p o e t ic  m essage o f th e  
m a jesty  o f God.
In  c o n t r a s t ,  theme " b ,"  which r e f l e c t s  p o e t ic  l in e s  th a t  su g g es t 
a l e s s  f o r c e f u l  p r e s e n ta t io n ,  i s  c h a ra c te r iz e d  by u n p re d ic ta b le  rhythm ic 
p a t te r n s  and an i n d i s t i n c t  m e tr ic  p u ls e ."  As i l l u s t r a t e d  in  Example 26, 
th e  t e x t  "There above n o is e . . . " i s  re p re se n te d  in  a  more flo w in g , le s s  
m e tr ic a l  m anner, a s  r e s t s  on th e  f i r s t  b e a t o f m easures, t i e s  over th e  
b a r  l i n e s ,  and o th e r  ty p es  of syncopations c r e a te  a  p r o s e - l ik e  p re se n ­
t a t i o n .
A re c u r r in g  rhythm ic f ig u r e  c o n s is t in g  o f a  d o t te d -e ig h th  n o te  
fo llow ed  by a  s ix te e n  n o te  ( J ^ )  occurs f r e q u e n tly  in  th e  s e t t i n g .  In  
th e  p ian o  p a r t ,  t h i s  a c t iv e  f ig u r e  p lay s  a  p a r t i c u l a r ly  e x p re ss iv e  r o le  
in  a  m e lo d ic a lly  ascend ing  le i tm o t i f  t h a t  ap p ears  ex tended and con­
t r a c te d  in  passag es  w hich a s s o c ia te  i t  w ith  th e  concept o f G od's 
m a jes ty  and im m u ta b ility . F i r s t  appearing  in  m easure 1 in  i t s  s h o r t ,  
m o tiv ic  form as  a  v e ry  b r i e f  in tro d u c t io n ,  i t  re c u rs  in  m easure 10 in  
ex tended form to  o u t l in e  th e  poem 's f i r s t  q u a tra in  which speaks of God 
as  "a winged C e n tr ie /A ll  s k i l l f u l  in  th e  w a rs ."  The f ig u r e  len g th en s  
to  i t s  f u l l e s t  e x te n t  w ith  th e  n ex t s ta tem e n t in  m easures 42 th rough  
44, a s  i t  in tro d u c e s  th e  f i n a l  c l im a c tic  s e c t io n  (Example 3 0 ). R ecur­
r in g  i n  sh o rten ed  form in  m easures 53 and 54, i t  g e n e ra te s  a  renewed 
rhy thm ic in te n s i ty  f o r  a  re s ta te m e n t o f th e  poem 's c lo s in g  q u a tr a in .
The f i g u r e 's  q u i te  b r i e f  f i n a l  appearance i s  in  m easure 63 where i t  
p u n c tu a te s  th e  s e t t i n g 's  te x tu a l  and m usica l s t r e n g th .
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Melody
As d iscu ssed  above, th e  so n g 's  v o ca l l i n e  in c lu d e s  two somewhat 
c o n tra s t in g  m elodies which re p re se n t c o n tra s t in g  concep ts  o f God.
Although d if f e r e n c e s  e x i s t  between m elodies "a" and " b ,"  they 
a lso  p o sse ss  some common c h a r a c te r i s t i c s  which demand f l e x i b i l i t y  of 
th e  s in g e r .  For exam ple, th e  v o ic e  lin e ^  which in c lu d e s  le ap s  of m ajor 
sev en th s  and o c ta v e s , g e n e ra lly  i s  q u ite  d is ju n c t  and a n g u la r . As 
i l l u s t r a t e d  in  Example 25, i t  f r e q u e n tly  covers  a wide range in  a 
co m p arativ e ly  s h o r t  tim e , such as  in  m easures 7 and 8 , where th e  v o ic e  
moves th rough  a m inor th i r t e e n th  in  two m easures.
W ith in  each them e, B inkerd u ses  group c o n tr a s ts  in  con junct 
and d is ju n c t  movement f o r  e x p re ss iv e  p u rp o ses. For example, in  m easures 
29 th rough  35, th e  l i n e  o f the  f i r s t  th re e  m easures i s  an g u la r and 
convo lu ted , changing a b ru p tly  to  th e  c o n ju n c t, chrom atic  l i n e  which 
fo llo w s . Follow ing th e  m elodic d e sc e n t w ith  th e  word "d escen d ,"  th e  
change to  a more c o n ju n c t, chrom atic  l i n e  em phasizes th e  po ignan t t e x t ,  
"To d ie  h e re , fo r  thy  sake" (Example 27 ).
Example 27. "P eace ,"  m easures 29-35, v o ca l l i n e  o n ly . C opyright 1968 
by Boosey & Hawkes, In c .
29 31 32 33 3+
r . n ' /
In lovt, Did in lovt, in purd lovz des
— 1 '!...A # 1 #  f ^
-cenci To d i t  hefC fer Thv saKe.
B inkerd has in c lu d ed  an o p tio n a l ending fo r  th e  song which the  
s in g e r  may choose on th e  b a s is  o f p e rso n a l t a s t e  and v o ca l c a p a b i l i t i e s .
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To th i s  w r i te r  i t  i s  p re fe ra b le  because th e  h ig h  range en ab les  th e  
s in g e r  to  ren d e r i t  in  a more c lim a c tic  manner.
T ex tu re : Harmony and C oun terpo in t
In  t h i s  s e t t i n g ,  chord s t r u c tu r e s  m ostly  a re  t e r t i a n .  This i s  
e a s i ly  r e a l iz e d  in  th e  homophonie te x tu re  th a t  accompanies each s t a t e ­
ment o f theme " a ."  In  m easures 1 and 2, th e  r i s i n g  th i r d s  in  th e  p iano 
i l l u s t r a t e  B in k e rd 's  use o f t e r t i a n  chords (Example 2 8 ). Example 28 
f u r th e r  i l l u s t r a t e s  fo u r  t e x tu r a l  and harm onic means by which B inkerd 
m u s ic a lly  r e f l e c t s  p o r tio n s  o f th e  te x t  which d e a l w ith  th e  power and 
m ajesty  o f God: (1) s tro n g  c h o rd a l a c t io n  in  th e  p ian o , (2) u se  o f
th e  ascending  w hole-tone  s c a le  beg inn ing  on A - f l a t ,  (3) th e  in te r m i t te n t  
use  o f c lu s t e r  ch o rd s , (4) th e  predom inance o f m ajor cho rd s .
Example 28. "P eace ,"  m easures 1-3 and w hole-tone  s c a le .  C opyright 1968 
by Boosey & Hawkes, In c .
m
M y  S o u l j  f A e r e  i s  ^  C a u n - J ^n'e.
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In  t h i s  song, as f r e q u e n tly  occurs in  o th e r  B inkerd songs, 
co u n te rp o in t obscures harm onic c o n s tru c tio n . To i l l u s t r a t e  t e r t i a n  
s t r u c tu r e s  im plied  in  a c o n tra p u n ta l te x tu re  and B inkerd ’s tre a tm e n t 
of d isso n an ces , m easures 12 and 13 a re  in c lu d ed  below in  Example 29.
In  m easure 12, th e  chord i s  Cy. The D - f la t  in  th e  v o ic e  and p ia n o , and 
th e  F in  th e  p ian o , form a  double a p p o g g ia tu ra . The D - f la t  re so lv e s  
co n v en tio n a lly  in  th e  v o c a l l i n e  to  C. The F re so lv e s  u n co n v en tio n a lly  
w ith in  th e  same chord to  G two o c tav es  below in  th e  l e f t  hand o f th e  
p iano  (Example 29).
Example 29. "P eace ,"  m easures 12 and 13 w ith  chords and d isso n an ces . 
C opyright 1968 by Boosey & Hawkes, In c .
There.
As d iscu ssed  above a  re c u r r in g  rhythm ic f ig u re  which c o n s is ts  
o f a  s e r ie s  of d o tte d -e ig h th  n o te s  fo llow ed by s ix te e n th  n o te s  ch arac ­
te r i z e s  a l e i tm o t i f  a s s o c ia te d  w ith  th e  power and m ajesty  o f God. 
M easures 42 through 44, i l l u s t r a t e  how Binkerd b u ild s  te n s io n  fo r  th e  
r e tu r n  of th e  f i n a l  c lim a c tic  s e c t io n  through in c re a s in g  d issonance
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and te x tu re  d e n s i ty  in  a passage  based  on t h i s  rhythm ic p a t t e r n .  Be­
g in n in g  w ith  two p a r ts  in  m easure 42, ascen d in g  th i r d s  a l t e r n a t e  w ith  
i n t e r j e c t i o n s  o f p e rc u ss iv e  seco n d s. In  m easures 43 and 44, te x tu re  
th ic k e n s  and d isso n an ces  become more f re q u e n t as  a  C p ed a l and o th e r  
to nes a re  added. The passage  cu lm in a tes  in  a  b ic h o rd a l s o n o r i ty — th e  
sim ultaneous sounding o f F-m inor and G-minor t r i a d s  in  th e  f i n a l  chord 
o f m easure 44 (Example 3 0 ).
Example 30. "P eace ,"  m easures 42-44. 
Hawkes, In c .
C opyrigh t 1968 by Boosey &
454 2 .
U nlike  most B inkerd so n g s, t o n a l i t i e s  in  t h i s  s e t t in g  a re  
sugg ested  in  key s ig n a tu re s .  S e c tio n s  "A" and "A "' m ostly  a re  in  
C -m ajor, th e reb y  re in fo r c in g  s t r u c t u r a l  u n i ty  th rough  r e c a p i tu l a t io n  of 
to n a l i t y .  A lthough o th e r  t o n a l i t i e s  a r e  su g g ested  in  th e  m idd le  
s e c t io n ,  i t  in c lu d e s  a  key s ig n a tu re  o f  th re e  f l a t s  and b eg in s  and ends 
i n  C-m inor.
T his b a s ic  t o n a l i ty  scheme r e f l e c t s  th e  poem’s changing themes 
and moods. T ex tu a l p assages d e a lin g  w ith  th e  m ajesty  and power o f God 
a re  r e f le c te d  in  m ajor keys. For exam ple, i n  m easures 1 th rough  10, 
th e  f i r s t  p o e t ic  q u a tra in  i s  p re se n te d  m ostly  in  C-major w ith  one 
b r i e f  ex cu rs io n  in  m easure 7 in to  E - f l a t  m ajo r. S ec tio n  "B ," which 
r e f l e c t s  th e  lo v e  and peace o f God, i s  t r e a te d  l e s s  dynam ically  and
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and m ostly  in  th e  key o f C-m inor.
In  h i s  songs, B inkerd f re q u e n tly  u ses  a monophonic v o ic e  l in e
to  h ig h l ig h t  p a r t i c u l a r i l y  m eaningfu l p o e tic  l in e s .  In  t h i s  s e t t i n g ,
m easures 35 through 38, B inkerd u n d e r lin e s  w ith  u se  o f the  v o ic e  a lo n e
th e  p o ignan t p assag e , " I f  thou c a n s t g e t b u t th i th e r /T h e re  growes th e
flow re  o f p e a c e ."
"Peace" i s  an e f f e c t iv e  p ro c lam atio n  of God as th e  so u rce  of
p eace . I t  i s ,  in  f a c t ,  one o f B in k e rd ’s f a v o r i te s  from h is  o u tp u t o f 
1 •
songs. E v id e n tly , th e  song has ap p ea l f o r  o th e r persons a s  w e l l ,  fo r
one w r i te r  s t a t e s ,  " I  am su re  we w i l l  have many e n th u s ia s t ic  d is c ip le s
2
o f th e  m usic o f Mr. B inkerd when t h i s  song i s  su n g ."




^Hadley Crawford, "Music R eview ," The NATS B u l le t in , XXV/4
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5. "Her D e f in i t io n "
I  l in g e re d  th rough  th e  n ig h t  to  b reak  o f day.
Nor once d id  s le e p  extend  a wing to  me,
I n te n t ly  b u s ied  w ith  a  v a s t  a r ra y  
Of e p i th e t s  th a t  shou ld  o u tf ig u re  th e e .
F u l l - f e a tu r e d  term s -  a l l  f i t l e s s  -  hastened  by .
And t h i s  s o le  speech rem ained: "That maiden m ineI"
D ebarred from  due d e s c r ip t io n  then  d id  I  
P e rc e iv e  th e  in d e f in i t e  p h ra se  could  y e t d e f in e .
As common c h e s ts  encasing  w ares o f p r ic e
Are borne  w ith  te n d e rn ess  th rough  h a l l s  o f s t a t e .
For what th e y  co v er, so th e  poor dev ice  
Of homely w ording I  cou ld  t o l e r a t e .
Knowing i t s  unadorment h e ld  as f r e ig h t  
The sw e e te s t image o u ts id e  P a r a d is e .!
T his lo v e  so n n et i s  one o f f iv e  poems by Thomas Hardy s e t  to  
m usic by Gordon B inkerd . I t  p re s e n ts  a  s i tu a t io n  in  which a man during  
a  s le e p le s s  n ig h t  r e a l i z e s  th e  inadequacy o f words in  d e sc r ib in g  h is  
b e lo v ed . R e f le c t in g  p o e t ic  im p lic a tio n s  th a t  th e  n a r r a to r  i s  a man, 
B inkerd composed th e  song s p e c i f i c a l ly  fo r  th e  b a r ito n e  v o ic e .
Form
The m u sica l s e t t i n g  c lo s e ly  fo llo w s th e  s t r u c tu r e  and mood o f 
th e  so n n e t. A so n n et c o n s is ts  o f fo u r te e n  l i n e s  d iv id ed  in to  th re e  
s e c t io n s .  The f i r s t  e ig h t  l in e s  in  p o e tic  term inology  a re  c a l le d  th e  
" o c ta v e ,"  w hich c o n s is ts  o f two q u a tr a in s .  The c lo s in g  s ix  l in e s  a re  
th e  " s e s t e t . "  The o c tav e  i s  concerned w ith  a  f i t f u l  sea rc h  fo r  words 
th a t  a d eq u a te ly  d e s c r ib e  th e  p o e t’s  be loved . As i s  custom ary , th e  
e ig h t  l i n e s  a re  d iv id e d  in to  two q u a tr a in s ,  each w ith  a  rhyme scheme.
^Thomas H ardy, C o lle c te d  Poems o f Thomas Hardy (New York: 
M acm illan C o., 1 9 2 5 ), pp. 204-05.
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a b a b . In  th e  f i r s t  q u a tra in  th e  p o e t d e sc r ib e s  a s le e p le s s  n ig h t 
spen t in  an u n su cc e ss fu l se a rc h  f o r  " e p i th e ts  th a t  should  o u tf ig u re  
th e e ."  Then, in  th e  f i r s t  h a l f  o f  th e  second q u a tra in , th e  p o e t f in d s  
th e  only  s u i ta b le  e p i th e t ,  "T hat maiden m ineI" This i s  th e  c lim a c tic  
p o in t in  th e  o c tav e . The composer su g g e s ts , however, th a t  th e  e p i th e t  
i s  n o t e n t i r e ly  s a t i s f a c to r y  by accompanying i t  w ith  a d is so n a n t 
com bination o f s im ultaneous B-m ajor and B-minor chords (measure 17 ).
A f te r  t h i s  c lim ax , th e  f i n a l  two l in e s  o f th e  o c tav e  r e tu r n  to  
th e  mood o f  r e s t l e s s  d i s s a t i s f a c t i o n  ex p ressed  in  th e  f i r s t  s ta n z a . 
R e f le c tin g  t h i s  r e tu r n ,  th e  m usic o f th e  second h a l f  o f th e  f i r s t  
q u a tra in  re c u rs  h e re  in  m odified  form. The m u s ic a l- te x tu a l  s e t t in g  o f 
th e  o c tav e  can be diagrammed a s  fo llo w s:
F igure  8. M usical and P o e tic  Form o f "Her D e f in i t io n ,"  o c tav e .
Music L ines o f  Text M easures
a  1 & 2 1-5
b 3 & 4 5-11
c 5 & 6 12-18
b* 7 & 8 19-24
The fo llo w in g  s e s t e t  c o n s is ts  o f  th re e  p a i r s  o f l i n e s  w ith  th e  
rhyme scheme, a  b a  b c c . W ith in  t h i s  p o e tic  s e c t io n  th e  composer 
ag a in  makes u se  o f re c u r r in g  b u t m odified  m usical m a te r ia l .  The music 
of th e  f i r s t  and l a s t  p a i r s  o f  l in e s  a re  s im i la r .  This s e c t io n  cou ld  
be diagrammed as fo llo w s:
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F ig u re  9. M usical and P o e tic  Form o f "Her D e f in i t io n ,"  s e s t e t .




9 & 10 






Except f o r  some re c u r r in g  m otives and harm onies from th e  f i r s t  
p a r t  o f  th e  song, th e  m usic o f  th e  s e s t e t  g e n e ra lly  i s  new. Here th e  
p o e t p h ilo s o p h ic a lly  re s ig n s  h im se lf  to  t o le r a te  th e  "homely e p i th e t  
, , , t h a t  maiden m ine ,"  r e a l i z in g  th e  p r ic e le s s  t r e a s u r e  t h a t  i t  co v ers . 
The composer em phasizes l in e s  11 and 12, th e  m iddle p a i r  o f th e  s e s t e t ,  
th rough t e x t  r e p e t i t i o n  and m eter changes.
Follow ing th e  s e s t e t ,  th e  composer b r in g s  back th e  f i r s t  two 
l in e s  o f  th e  o c tav e  accompanied by a  m odified  v e rs io n  o f  th e  m usic from 
th e  f i r s t  q u a tra in ,  a s  a  coda. The o v e ra l l  m usical and p o e t ic  form can 
be diagrammed as  fo llo w s:
F igu re  10. Complete M usical and P o e tic  Form of "Her D e f in i t io n ."
Octave S e s te t Coda
M usic: a  b c b* d e  d ' a '  b"
L ines of 24-2+2+2 2+2+2 2
T ex t:
Rhythm, M eter, and Tempo
B inkerd a p p a re n tly  sensed th e  s h i f t  o f emphasis between oc tav e  
and s e s t e t ,  f o r  b a s ic  rhythm ic c h a r a c te r i s t i c s  o f  th e  v o c a l l i n e  r e f l e c t
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t h i s  p o e tic  change. The o c ta v e 's  n a r r a t iv e  s ty le  i s  r e f l e c te d  in  
sp e e c h - lik e  rhythm s in  th e  v o c a l l i n e .  H ere, th rough  sy n co p a tio n s , 
t i e d  n o te s , tempo v a r i a t i o n s ,  and m eter changes, th e  v o ic e  ta k e s  on th e  
s ty le  o f a  s to r y  t e l l e r .  The p h ilo s o p h ic a l s e s t e t ,  th e  so s te n u to  sec­
t io n  (m easures 26 th rough  4 9 ) , i s  t r e a te d  in  a  c a n ta b i le  m anner, f o r  
whereas th e  o c ta v e 's  v o c a l l i n e  moved m ainly  in  e ig h th  n o te s , in  th i s  
s e c t io n , q u a r te r  n o te s  a re  p redom inant.
B inkerd  u se s  f re q u e n t changes o f m eter to  h e ig h te n  th e  drama of 
c lim a c tic  moments. B eginning in  m easure 8 , th e se  changes accompany the  
sea rch  f o r  a  d e s c r ip t iv e  e p i th e t ,  le ad in g  to  th e  c l im a c t ic ,  "That maiden 
m ineI" In  th e  s o s te n u to  s e c t io n  r e f e r r e d  to  above, 4 /4  m ete r p r e v a i ls  
u n t i l ,  i n  m easure 35, t h i s  tim e em phasizing "So th e  poor d ev ice  o f  
homely w ording I  cou ld  t o l e r a t e , "  m eter changes ag a in  o c cu r .
Melody
The v o c a l l i n e  moves in  an autonomous m anner, r a r e ly  doubled 
by th e  p ia n o . Being s y l l a b i c a l ly  t r e a te d ,  i t  c o n tr ib u te s  to  th e  so n g 's  
n a r r a t iv e  s t y l e .  I t  i s  b a s ic a l ly  a  l y r i c a l  melody which f re q u e n tly  
moves on a  ch rom atic  p a th .
The two ty p e s  o f v o c a l l i n e s  which occu r in  t h i s  song a re  
i l l u s t r a t e d  in  th e  f i r s t  e lev en  m easures. The f i r s t  i s  ch ro m atic , as 
i l l u s t r a t e d  in  m easures 1 through  4 . This p a r t i c u l a r  p assage  w ith  a 
r a th e r  m eandering , d i r e c t io n le s s  l i n e  m ir ro rs  th e  t e x tu a l  id e a  o f 
" l in g e r in g  th rough  th e  n ig h t"  (Example 31 ).
77
Example 3 1 . "Her D e f in i t io n ,"  m easures 1 -4 , v o c a l l i n e  o n ly . C opyright 
1968 by Boosey & Hawkes, In c .
M o d e r a t o  .hjttel “
1 lin-ccred through the night to break Of day,Nor once did sleep ex-tend a  w in g *  to  me,
The second ty p e  o f melody i s  more d i s ju n c t ,  moving in  seconds 
and t h i r d s ,  a s  i l l u s t r a t e d  in  m easures 5 th ro u g h  11 (Example 3 2 ).
T e x tu a l r e p re s e n ta t io n  th rough  m elodic means i s  f u r th e r  re v e a le d  h e re , 
inasm uch a s  th e  melody becomes l e s s  ch rom atic  and more a c t iv e ,  r e f l e c t in g  
th e  a c t i v i t y  o f " I n te n t ly  b u s ied  w ith  a  v a s t  a r ra y  . . . "  (Example 32 ).
Example 3 2 . "Her D e f in i t io n ,"  m easures 5 -11 , v o ic e  l in e  o n ly . Copy­
r ig h t  1968 by Boosey & Hawkes, In c .
\  I  T r t - i ’e n f ' l y  hus-i&J w>»+*' a. at- -  I'O- Y .  p I  —I n - f e n t - ba -ie y a s t  t - «' f l y n f  t  _  1
^  1^- I u j
-  t h z i ' S  t h n +  shou lJ  — — a r e  f h e
B inkerd makes e x p re ss iv e  u se  o f m elodic  c o n to u r. In  m easures 3 
and 6 , g iv in g  added dim ension to  th e  word " v a s t , "  an ascending  v o c a l 
l i n e  r i s e s  on e ig h th  n o te s , em phasizing th e  d o tte d  q u a r te r  n o te  a t  th e  
to p . Of a  more s u b t le  n a tu re , th e  v o c a l l i n e  in  m easures 5 th rough  17, 
e x e m p lif ie s  e x p re ss iv e  m elodic co n to u r in  a  b ro ad e r s e n se . H ere, a 
s e r i e s  o f ascen d in g  l in e s  b u ild s  a  te n s io n  w hich re p re s e n ts  th e  sea rch  
f o r  an  a p p ro p r ia te  e p i th e t .  Then, in  m easures 15 through  17, a s  th e  
q u e s t r e v e a ls  i t s  on ly  answ er, " th a t  maiden m in e ,"  te n s io n  i s  r e le a s e d
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th rough  descending  l i n e s .
I t  i s  in t e r e s t i n g  to  observe in  m easures 33 and 34, and 48 and 
49, th a t  th e  v o c a l l i n e  w ith  two c o n secu tiv e  ascend ing  fo u r th s  fo llow ed  
by th e  drop o f  a  f i f t h  c o n tr a s ts  m e lo d ic a lly  w ith  th e  predom inant move­
ment in  seconds and th i r d s .  This c o n tr a s t  s e rv e s  to  emphasize th e  
p h ra s e s , " f o r  what th ey  cover" and " o u ts id e  P a ra d is e ."
G en era lly , th e  v o c a l l i n e  i s  r a th e r  d e l ic a te  and subdued, never 
becoming dynam ically  f o r c e f u l .  Beginning in  a hushed to n e , which 
r e f l e c t s  th e  s i le n c e  and i s o la t io n  o f  th e  n ig h t ,  and c lo s in g  w ith  a 
"ppp" m arking , th e  s e t t in g  in c lu d e s  only  one f o r t e  p assag e . In  m easure 
20, r e a l iz in g  th a t  he i s  "d eb arred  from due d e s c r ip t io n ,"  th e  poet 
suddenly  r e a l i z e s  t h a t  th e  sea rc h  f o r  a  f i t t i n g  term  i s  f u t i l e .  Emphasis 
on th e  moment o f  p e rc e p tio n  i s  achieved  th rough  a f o r t e  d e s ig n a tio n  and 
e lo n g a tio n  o f  th e  word " th e n ."
T e x tu re : Harmony and C oun terpo in t
The e lu s iv e n e s s  o f th e  e p i th e t  f o r  which th e  p o e t sea rch es  i s  
r e f l e c te d  th rough  two harm onic p ro ced u res . One re c u r r in g  id e a  i s  a 
ch rom atic  a l t e r n a t io n  betw een two to n e s , a s  i l l u s t r a t e d  in  m easures 5 
and 6 (Example 3 9 ). A fte r  freq u e n t r e tu rn s  to  th e  p i tc h  A - f la t  in  th e  
so n g 's  f i r s t  f iv e  m easures, th e  A - f la t  changes enharm onically  to  G-sharp 
in  m easure 6 , w hich th e n  b eg in s  to  a l t e r n a t e  w ith  G -n a tu ra l. This 
occurs in  th e  v o c a l l i n e ,  and more e x te n s iv e ly , in  th e  l e f t  hand o f th e  
p ian o . An ex tended  example o f  t h i s  chrom atic ism  i s  in  th e  v o ca l l in e  
o f th e  so s te n u to  s e c t io n ,  m easures 26 to  32, and 41 to  46. Here th e  
melody f re q u e n tly  a l t e r n a t e s  between B and B - f l a t .
79
T his l in e a r  chrom atic ism  evo lves in to  b im o d a lity  when a to n e  and 
i t s  chrom atic  a l t e r a t i o n  sound a s  sim ultaneous m ajor and m inor th i r d s  in  
a  t r i a d .  For exam ple, in  m easure 13, E -n a tu ra l  and E - f l a t  sound above 
C (Example 33 ). A nother example occurs in  m easure 15, a s  b o th  a minor 
and m ajor t h i r d  a re  formed above B (Example 33 ).
Example 33. "Her D e f in i t io n ,"  m easures 13 and 15. C opyright 1968 by 
by Boosey & Hawkes, In c .
m. 13
f i t - le s s
m. 15
And th is  sole
F u rth e r r e f l e c t in g  th e  in d e c is io n  o f th e  p o e t in  h i s  q u e s t fo r  
a term , th e  composer w r i te s  p i a n i s t i c  f ig u r e s  th a t  in c lu d e  some 
i r r e g u la r  and q u i te  unexpected  r e s o lu t io n s .  One p a r t i c u l a r l y  in te r e s t in g  
passage occu rs  th re e  tim e s . In  measure 9 , sounding w ith  th e  v o ic e 's  
B - f la t  as  an augmented f i f t h ,  th e  F -sharp  in  th e  r i g h t  hand o f th e  p iano  
has a  s tro n g  tendency to  re s o lv e  upward to  G. T his r e s o lu t io n ,  however, 
unexpected ly  occurs two o c tav es  below in  th e  p iano  l e f t  hand. In  
m easures 21 and 22, th e  unexpectedness o f th e  r e s o lu t io n  r e f l e c t s  " th e  
in d e f in i t e  p h rase"  (Example 34 ). The q u e s tio n  reg a rd in g  a  f i t t i n g  
e p i th e t  seem ingly i s  h o t  re so lv ed  in  t h i s  song, f o r  th e  s e t t in g  c lo se s  
w ith  th e  same d e ce p tiv e  re s o lu t io n  in  wide spacing  (Example 34 ).
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Example 34. "Her D e f in i t io n ,"  m easures 21-22 and 56-58. C opyright 
1968 by Boosey & Hawkes, In c .
mm. 21—22




Somewhat s im i la r  to  th e  m edieval tech n iq u e  o f v o c a l in te rc h a n g e , 
l in e s  in  th e  p iano  and v o ice  re v e rse  p o s i t io n s  w ith  some oc tav e  d i s ­
p lacem ent. For exam ple, in  m easure 28, th e  l in e  in  th e  p iano  r i g h t  hand 
re c u rs  in  th e  v o ic e  l i n e  o f  m easure 43, and th e  v o ca l l i n e  in  m easure 
28 becomes th e  accompaniment o f m easure 43 (Example 3 5 ).
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Example 35. "Her D e f in i t io n ,"  m easures 28 and 43 . C opyright 1968 by 
Boosey & Hawkes, In c .
m. 28 m. 4-3
of p r i  c c ,  of
A nother example o f th e  in te rc h an g e  o f p a r t s  o ccu rs  in  m easures 25 to  27, 
where th e  p ian o  r i g h t  hand re c u rs  tran sp o sed  in  th e  v o c a l l i n e  o f 
m easures 38 to  40.
Of harm onic i n t e r e s t  i s  th e  I t a l i a n - s i x t h  chord on B - f la t  in  
m easure 6 on th e  l a s t  e ig h th  n o te  in  th e  r ig h t  hand o f th e  p ian o .
Although B - f l a t  and G -sharp re s o lv e  to  A as  ex p ec ted , th e  p ro g re s s io n  
o f th e  o th e r  p a r t s  to  an F -sh a rp  minor s ix - f o u r  chord i s  q u i te  unexpected 
(Example 3 6 ).
Example 36. "Her D e f in i t io n ,"  m easures 6 and 7. C opyright 1968 by 
Boosey & Hawkes, In c .
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Tonal c e n te rs  a r e  g e n e ra lly  o b scu re , a s  i f  to  m ir ro r  th e  
u n c e r ta in ty  i n  th e  se a rc h  fo r  "h e r  d e f i n i t i o n ."  Tonal p o l a r i t i e s  a r e  
suggested  by th e  re c u rre n c e  of p a r t i c u l a r  to n e s . For exam ple, in  
m easures 1 to  6 , A - f l a t  and G -sharp re c u r  w ith  freq u en cy . In  m easure 
11, ap p roach ing  th e  second q u a tra in , th e  p i tc h e s  D and D -sharp beg in  to  
o ccu r, in tro d u c in g  a new harmonic elem ent f o r  t h i s  q u a tr a in .  Of p a r t i ­
c u la r  i n t e r e s t  i s  th e  t r a n s i t i o n  betw een th e  o c tav e  and th e  s e s t e t  in  
m easure 24 th ro u g h  26. In  m easure 25, a f t e r  e s ta b l is h in g  an o s t in a to  
p a t te r n ,  th e  p ian o  unexpected ly  changes i t  to  p re p a re  f o r  a  new depar­
tu r e  in to  th e  s e s t e t .  A fte r  re p e a te d ly  sounding D - f la t  and C, th e  
p iano  u n ex p ec ted ly  low ers the  C to  C - f la t  on th e  l a s t  n o te , and 
fo llo w in g  th e  b a r - l i n e ,  in  measure 26, th e  D - f la t  i s  r a is e d  to  become 
a  D -n a tu ra l (Example 3 7 ).
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Example 37. "H er D e f in i t io n ,"  m easures 23-26 . C opyright 1968 by 
Boosey & Hawkes, In c .
' S o s t e n u t o
ben legato
As com •  moDde - fine. r>7..  -
A lthough th e  song g e n e ra l ly  i s  c o n tra p u n ta l  in  s ty le ,  t e x tu r a l  
v a r ie ty  i s  p r e s e n t .  As i l l u s t r a t e d  in  m easures 1 th rough  3 , th e  s e t t in g  
in c lu d e s  th in - te x tu r e d  passag es  o f  i n t e r v a l l i c  changes over a  b a ss  p ed a l. 
In  t h i s  s p e c i f ic  p a ssa g e , th e  co m p arativ e ly  in a c t iv e  accompaniment jo in s  
w ith  th e  v o ic e  i n  a  hushed e f f e c t  (Example 3 8 ).
Example 38. "H er D e f in i t io n ,"  m easures 1 -3 . C opyright 1968 by Boosey 
& Hawkes, In c .
M o d e r a t o
, tush.d
 ̂ (h a l?  voice)
1 liD-gered through the nlçbt to break of day,Koronce did
ku&hed
eon Pedale
M easures 5 and 6 i l l u s t r a t e  a r a th e r  th in  te x tu re  th a t  p o sse sse s  
c h a r a c t e r i s t i c s  o f  b o th  i n t e r v a l l i c  and c o n tra p u n ta l  com position . H ere, 
th e  accompaniment becomes more a c t iv e ,  re p re s e n tin g  th e  id ea  o f being
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" in te n t ly  b u s ied "  (Example 39).
Example 39. "Her D e f in i t io n ,"  m easures 4-6 , 
& Hawkes, In c .
C opyright 1968 by Boosey
cre4c 
(full voice) 6
slsep ex-tend a  wiog— to me,
# = & = --------------^
If.—», y
H
A lthough th e  te x tu re  i s  g e n e ra lly  s p a r s e ,  measure 20 i l l u s t r a t e s  
th ic k e r  harm onies w ith  much doubling  and some com plete t r i a d s .  The 
passage f u r th e r  i l l u s t r a t e s  th e  use  o f in c re a s in g  te x tu r a l  com plexity  
to  b u ild  te n s io n  f o r  c lim a c tic  e f f e c t s .  H ere, th e  music b u ild s  to  a 
f o r te  f o r  th e  w ords, " th en  d id  I  p e rc e iv e "  (Example 40).
Example 40. "Her D e f in i t io n ,"  m easures 19-21 . C opyright 1968 by Boosey 
& Hawkes, In c .
ereae
did I  Fer>ceiveDe-ba n e d  from dne d es-crip
JT" "34 ^ —-m i»: :   . . .
(Ion (hen
In  a  manner ty p ic a l  o f o th e r  B inkerd songs, th e  s e t t in g  c lo se s  
w ith  a  th in ly  te x tu re d , w idely  spaced s o n o r i ty .
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Regarding g e n e ra l im p ressio n s  o f  t h i s  B inkerd song, a  rev iew er
w r i te s :
I t  c o n tr a s ts  s o t to  voce r e c i t a t i v e - l i k e  v o ca l l in e s  w ith  
so a r in g , f u l l - v o ic e d ,  c a n ta b i le  song. Around th i s  i s  s e t  a 
p iano  accompaniment th a t  ranges from b e l l - l i k e  s o n o r i t i e s  to  
f u l l  cho rds, a l l  w ith  B inkerd ’ s h ig h ly  in d iv id u a l sense  o f 
harmonic c o lo r .1
^James W. P r u e t t ,  ’’Music R eview s,” Music L ib ra ry  A sso c ia tio n  N o tes , 
XXVl/2 (December, 1970), 354.
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6. "The F a ir  Morning"
The c le a r  b r ig h t  m orning, w ith  i t s  scen ted  a i r  
And g a i ly  waving f lo w e rs , i s  h e re  ag a in ;
Man’ s h e a r t  i s  l i f t e d  w ith  th e  v o ice  o f  p ra y e r ,  
And peace  descends, a s  f a l l s  th e  g e n tle  r a in ;
The tu n e fu l  b i r d s ,  th a t  a l l  th e  n ig h t have s l e p t .  
Take up , a t  dawn, th e  ev en in g ’ s dying la y ;
When s le e p  upon t h e i r  e y e lid s  g e n tly  c re p t  
And s t o l e ,  w ith  s te a l th y  c r a f t , ' t h e i r  song away. 
High overhead th e  f o r e s t ’ s swaying boughs 
S p r in k le  w ith  drops th e  t r a v e le r  on h is  way.
He h e a rs  f a r  o f f  th e  t in k l in g  b e l l s  o f  cows 
D riven  to  p a s tu re  a t  th e  b reak  o f  day;
W ith v ig o ro u s  s te p  he p a sse s  s w if t  a lo n g ,
Making th e  woods reecho  w ith  h is  s o n g .l
The poem by Jones Very (1813-1880) i s  an e x u b e ran t, p i c t o r i a l  
d e s c r ip t io n  o f a  c l e a r ,  sp r in g  m orning w ith  i t s  " sc e n ted  a i r ,  waving 
flo w ers  and g e n t le  r a i n . "  I t  d e sc r ib e s  a  mood seldom  used  by B inkerd . 
Whereas t h i s  song i s  d e s c r ip t iv e  and spon taneously  jo y f u l ,  most o f h is  
e a r l i e r  songs employ t e x t s  th a t  a re  more p h ilo s o p h ic a l  and sym bolic. 
However, i t  i s  f e l t  t h a t  B inkerd’ s co m p o sitio n a l s t y l e  s u c c e s s fu lly  
encompasses th e s e  c o n tra s t in g  moods and a t t i t u d e s .
"The F a i r  Morning" i s  w r i t t e n  f o r  soprano in  an e x t r a o r d in a r i ly  
w ide range w hich , in  th e  f i n a l  cadenza, ex ten d s from f - f l a t ’ ”  down to  
b . F o r tu n a te ly  f o r  th e  s in g e r ,  th e s e  p i tc h  extrem es occur on ly  in  th e  
composed cadenza.
Form
The poem c o n s is ts  o f  fo u r te e n  l i n e s ,  which B inkerd  t r e a t s  in
^Jones Very, Poems by Jones Very (B oston: Houghton, M if f l in  &
C o., 1883), p . 100.
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p a i r s  so t h a t  an in d iv id u a l  m u sica l s e c t io n  re p re s e n ts  each p a i r  o f 
l i n e s .  The poem i t s e l f  i s  grouped in to  p a i r s  o f  l i n e s  which d e a l w ith  
v a r io u s  sen ses  a s  fo llo w s :
- J  1 . The c le a r  b r ig h t  m orning, w ith  i t s  scen ted  a i r
[ 2 . And g a i ly  waving f lo w e rs , i s  h e re  ag a in ;
2 J  3. M an's h e a r t  i s  l i f t e d  w ith  th e  v o ice  o f p ra y e r ,
[ 4. And peace d escends, a s  f a l l s ' t h e  g e n tle  r a in ;
-  J  5. The tu n e fu l  b i r d s ,  th a t  a l l  th e  n ig h t  have s l e p t ,
[ 6. Take up , a t  dawn, th e  ev en in g ’s dying la y ;
. 1  7, When s le e p  upon t h e i r  e y e lid s  g e n tly  c re p t
1 8. And s t o l e ,  w ith  s te a l th y  c r a f t ,  t h e i r  song away.
c J  9. High overhead  th e  f o r e s t 's  swaying boughs
[ 10. S p r in k le  w ith  drops th e  t r a v e le r  on h is  way,
,  J  11. He h e a rs  f a r  o f f  th e  t in k l in g  b e l l s  o f  cows
^ 12. D riven  to  p a s tu re  a t  th e  b reak  o f day;
y J 13. W ith v ig o ro u s  s te p  he p a s se s  s w if t  a lo n g ,
] 14. Making th e  woods reecho  w ith  h is  song.
S t r u c tu r a l  d iv is io n s  a re  d e fin e d  by changes in  harm onic p roce­
d u re , dynamic i n t e n s i t y ,  m u s ica l te x tu r e ,  and tem p i, which r e f l e c t  th e  
changing moods o f th e  t e x t .  Cadences a t  th e  c lo se  o f s e c t io n s  a re  
ach ieved  by rh y th m ic , m elo d ic , harm onic, and o th e r  means th a t  a re  
in d ic a te d  in  th e  f ig u r e  below :
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Figure 11. Musical and Poetic Form of "The Fair Morning."
S e c tio n Measures Themes Lines 
of Text
M eter Tempi F in a l
Cadences
1 1-21 a 1&2 3 /4 J =120 T onal: e m inor 
(P hryg ian)
2 22-56 b 3 & 4 3 /4 J  =152 D issonance, 
w idely  spaced
T ra n s i­
t i o n
57-66 a* end of l i n e  4 3 /4 J =120 Ferm ata & 
d isso n an ce
3 67-83 c 5 & 6 3 /2 J  =132 O stin a to  on C
4 84-113 d 7 & 8 3/2
(m.lO
J  1=144 
4)J=168
Ferm ata & 
d isso n an ce
5 114-150 c* 9 & 10 3/2 J  =132 Cadenza In  
tempo ru b a to
6 151-181 e 11 & 12 3 /2 J =144 Tonal: a  m inor 
& fe rm a ta
7 182-220 c" 13  & 14 3/2 J  =132 T onal: c m inor
8 221-265 f Fragm ents o f 






J =152 Cadenza & 
fo rm atas
Coda 265—6nd a ' End o f l i n e  4 3 /4 J  =60 D issonance, 
w idely  spaced
As shown i n  th e  above t a b le ,  th e  composer has g iven  c e r ta in  
l i n e s  o f p o e try  independen t m u sica l m a te r ia l  w h ile  o th e r  p o e tic  l in e s  
employ th e  same o r  s im ila r  m u sica l m a te r ia l  i n  v a r ie d  form s. The over­
a l l  form  i s  q u i te  unique and can be lik e n e d  to  a  double rondo w ith
v a r i a t io n s .  The "a "  and "c" themes r e c u r ,  a l t e r n a t in g  w ith  new s e c t io n s ,
a s  fo llo w s :
a b a '  c d c ' e c" f  a"
1_ 2 t r a n s .  3 4 5. 6 7 8 coda
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Rhythm, M eter, and Tempo
The e n t i r e  song i s  n o ta te d  in  t r i p l e  m e te r , e i th e r  3 /4  o r  3 /2 ; 
however, t h i s  ap p a ren t r e g u la r i ty  i s  more v is u a l  th an  a u r a l .  The sound 
o f  t r i p l e  d iv is io n  i s  u su a lly  obscured  by sy n co pations and th e  avo idance 
o f t r a d i t i o n a l  rhythm ic p a t te rn s  a s s o c ia te d  w ith  t r i p l e  m eter in  e a r l i e r  
h i s t o r i c a l  p e r io d s . In  a d d it io n , in  m easures 244 th rough  264, th e re  
occu rs  a le n g th y  s e c tio n  marked "ad l i b . " w ith  m easures o f  i r r e g u la r  
le n g th  ran g in g  from 7 to  21 q u a r te r  n o te s  each . The e f f e c t  i s  one of 
sp o n ta n e ity  and im p ro v isa tio n .
T his q u a s i- im p ro v isa to ry  s e c t io n  o ccu rs  a t  th e  end o f  th e  
s e t t in g .  The composer has s e t  th e  poem ^  to to ,  th en  randomly s e le c t s  
c e r t a in  p o e t ic  images th a t  rem ain in  h i s  memory. The e f f e c t  i s  an 
exuberan t co n c lu s io n  to  a sensuous and jo y f u l  song.
The t e x t ' s  su b je c t m a tte r  a p p a re n tly  has in flu en c ed  th e  compos­
e r ' s  ch o ice  o f  tem p i. With th e  ex cep tio n  o f th e  f i n a l  14 m easures o f 
th e  s e t t in g  which fo llo w s a  metronomic m arking o f J= c . 60, th e  poem 's 
exuberance i s  r e f le c te d  through m odified  a l l e g r i . In  metronomic v a lu e s  
th ey  v a ry  from J •= c . 120 to  J = c . 168. More s p e c i f i c a l ly ,  v a r ia t io n s  
o f a l le g ro  a r e  d e s ig n a ted  a t  th e  beg inn ing  o f each s e c t io n , a d ju s te d  to  
b e s t  r e p re s e n t  th e  p o e try . These tem pi a r e  l i s t e d  in  F ig u re  11.
The d e l ig h t  expressed  in  th e  f i r s t  s e c t io n  i s  re p re se n te d  rh y th ­
m ic a lly  by an a l le g r o  m oderato. In  s e c t io n  2 , B inkerd chooses a  p ib  
a l le g r o  to  re p re s e n t  "m an's h e a r t  i s  l i f t e d  w ith  th e  v o ice  o f  p ra y e r ."
In  th e  t r a n s i t i o n  in  m easures 57 to  66, bo th  th e  melody and tempo o f 
th e  f i r s t  s e c t io n  r e tu r n .  A fte r  d e sc r ib in g  th e  g e n tle  r a in ,  the  s e t t in g  
a g a in  in c re a s e s  in  tempo as s e c tio n  3 r e f l e c t s  n a tu r e 's  awakening in
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th e  songs o f th e  " tu n e fu l b i r d s ."  A lthough s e c tio n  4 r e c a l l s  s lee p  
ta k in g  away th e  song o f  th e  b i r d s ,  th e  tempo a c c e le r a te s .  Score s tu d y , 
however, w i l l  re v e a l th a t  th e  f a s t e r  pace com pensates f o r  th e  lo n g er 
n o te  v a lu e s  in  th e  v o ca l l i n e ,  th e reb y  sim ply m a in ta in in g  th e  s e t t i n g 's  
rhythm ic momentum. In  m easure 104, th e  su b ito  p iù  a l le g r o  ta k es  th e  
song in to  i t s  f a s t e s t  tempo w hich, w ith  th e  p ia n o 's  s ta c c a to  e f f e c t s ,  
e x p re sse s  " s t e a l th y  c r a f t . "  S ec tio n  5 re p re se n ts  th e  p e ac e fu ln e ss  and 
sp ac io u sn ess  o f th e  scene , which would su g g es t th e  d e s ig n a te d  meno a l l e ­
g ro . The p iù  a l le g ro  tempo fo r  s e c t io n  6 b rin g s  th e  song o u t o f i t s  
s u b je c t iv e ,  con tem pla tive  mood in to  a  moving, n a r r a t iv e  s t y l e .  In  
m easures 174 to  177, th e  r e tu r n  to  th e  melody of m easures 3 to  5 i s  
m atched by a  meno mosso d e s ig n a tio n  which b r in g s  th e  tempo c lo s e r  to  
t h a t  o f  s e c t io n  1. With a  p iù  a l l e g r o , s e c tio n  7 p re s e n ts  a  s tro n g  
n a r r a t iv e  p assag e . A tempo in c re a s e  fo r  s e c t io n  8 se rv e s  to  b a lance  
th e  m elody 's  lo n g -n o te  v a lu e s . A s t r ik in g  d ecrease  in  tempo in  measure 
268, c o n tr ib u te s  to  th e  c o d a 's  r e f l e c t i v e  and in tim a te  mood.
Melody
The melody g e n e ra lly  i s  rh y th m ic a lly  and m e lo d ic a lly  independent 
o f  th e  accompaniment. For th e  m ost p a r t ,  m elodic p h ra se s  c o n s is t  o f 
s h o r t  and sometimes fragm entary  l in e s  which im part a  sen se  of a g i ta t io n  
and f e rv o r .  I t  i s  a l y r i c a l  v o c a l l i n e  o f wide v e r t i c a l  d im ensions, 
moving in  a  b a s ic a l ly  d is ju n c t  manner w ith  in fre q u e n t c o n tr a s ts  of 
co n ju n c t movement.
The v o ice  l in e  r e f l e c t s  b o th  te x tu a l  im p lic a tio n s  o f in d iv id u a l 
s e c t io n s  and th e  s e t t i n g 's  g rad u a l bu ildup  to  th e  c l im a c tic  p i tc h e s  o f
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th e  f i n a l  cadenza. The v o ic e  beg in s  c o n ju n c t ly , r e f l e c t in g  th e  " c le a r ,  
b r ig h t  m orn ing ." In  th e  second s e c t io n ,  i t  becomes a l i t t l e  more 
d is ju n c t  a s  "man’ s h e a r t  i s  l i f t e d . "  The melody th en  r e tu rn s  to  a 
c o n ju n c t, descending  l i n e  f o r  w o rd -p a in tin g  o f "as  f a l l s  th e  g e n tle  
ra in "  (m easures 40 to  5 0 ) . The v o ca l l i n e  becomes b ro ad e r and somewhat 
more d is ju n c t  in  s e c t io n  3 , a s  a  new id e a  i s  in tro d u ced  in  th e  t e x t .
The r e p e t i t i v e  n a tu re  o f th e  melody in  a  c o n te x t o f  c le a r  t o n a l i t y  w e ll 
re p re se n ts  " tu n e fu ln e s s "  in  th e  songs o f th e  b i r d s .  Inasmuch a s  th e  
s e t t in g  has moved p r im a r i ly  in  q u a r te r  and e ig h th  n o te s ,  th e  lo n g e r  n o te  
v a lu es  in  s e c t io n  4 a re  o f  c o n tr a s t  and w e ll r e p re s e n t  " s le e p  upon t h e i r  
e y e l id s ."  From t h i s  p o in t on th e  melody g e n e ra l ly  becomes h ig h e r  in  
t e s s i t u r a  and more d i s ju n c t .  A s t r ik in g  example o f  w o rd -p a in tin g  occu rs  
in  m easures 145 to  148 a s  an  a n g u la r  ascen d in g  l in e  d e p ic ts  "sw aying 
boughs." The melody c o n tin u e s  to  ascend , a r r iv in g  a t  th re e  h ig h  
cadenzas w ith  m elodic s i m i l a r i t i e s  in  m easures 244, 247 and 248. A fte r  
a  s e r ie s  o f  su s ta in e d  to n e s , in  m easure 263, th e  melody le a p s  upward to  
a  fo r tis s im o  e - f l a t ” ’ . T his c l im a c tic  sound i s  fo llow ed  by descending  
m elism as. In  th e  coda th e  melody becomes more co n ju n ct in  r e c a l l i n g  
" th e  g e n tle  r a in ."
S ev e ra l v o c a l p h ra se s  se rv e  as m elodic so u rces  f o r  subsequent 
passages and i l l u s t r a t e  B in k erd ’ s a b i l i t y  to  ex p re ss  te x tu a l  s u b je c t  
m a tte r  th rough  th em atic  tra n s fo rm a tio n . A v o c a l melody w ith  i t s  
f a l l i n g  d im in ished  fo u r th  f i r s t  occurs in  m easures 3 to  5 (Example 4 1 ). 
I t  r e c u rs  in  fo u r  in s ta n c e s  rh y th m ica lly  and m e lo d ic a lly  v a r ie d  in  
o r ig in a l  o r  a b b re v ia te d  form.
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Example 41. "The F a ir  M orning," m easures 3 -5 , v o ic e  l i n e  o n ly . Copy­
r i g h t  1971 by Boosey & Hawkes, In c .
y
p = ? Y
The. c lea r^  +he cjeoK m o r n  -  '
T h is  melody does n o t se rv e  a s  a  l e i t m o t i f ,  f o r  i t  r e p re s e n ts  
d i f f e r e n t  p o e t ic  p a ssa g e s . A pparen tly  i t s  re c u rre n c e  se rv e s  m ain ly  to  
r e in f o r c e  s t r u c t u r a l  co h es io n . R ecurring  f i r s t  in  m easures 60 to  64, i t  
i s  rh y th m ic a lly  augm ented, em phasizing th e  words " f a l l s "  and " g e n t le ."  
The l a t t e r  p o r t io n  o f  th e  melody re c u rs  in  rhythm ic augm entation  in  
m easures 109 and 1 1 0 , w ith  th e  f a l l i n g  d im in ished  fo u r th  r e f l e c t in g  
th e  id e a  o f  s leep  s t e a l in g  away th e  song o f th e  b i r d s .  In  m easures 174 
to  177, i t  r e c u r s ,  ag a in  rh y th m ic a lly  augm ented, w ith  th e  words "b reak  
o f d ay ."  Again em phasizing th e  word " g e n t le ,"  i t  i s  heard  in  m easures 
270 to  274 o f th e  coda.
A second melody which f i r s t  ap p ears  i n  m easures 69 to  71, 
re c u rs  in  c o n tr a s t in g  c o n te x ts  in  s e c t io n s  3 , 5 and 7. In  i t s  i n i t i a l  
s ta tem e n t i t  i s  a  l i g h t ,  l i v e l y  melody r e f l e c t i n g  " th e  tu n e fu l  b ird s "  
(Example 4 2 ).
Example 42. "The F a i r  M orning," m easures 69-71 , v o ic e  l in e  o n ly . Copy­
r i g h t  1971 by Boosey & Hawkes, In c .
T he. + u n e - - P u l  b i r c l s ^ f M a i \ f b e . n : 2 i ^ i h a ) e
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I t  re c u rs  rh y th m ic a lly  augmented in  m easures 116 to  123. Here th e  lo n g , 
s u s ta in e d  v o c a l l i n e s  c o n tr ib u te  to  a  sen se  o f sp ac io u sn ess  and awe as 
one see s  "h ig h  overhead th e  f o r e s t 's  swaying boughs."  In  m easures 69 
to  71, th e  melody makes I t s  l a s t  appearance  to  th e  words "w ith  v ig o ro u s 
s te p s  he p a sse s  s w i f t  a lo n g ."  I t  I s  I n te r e s t in g  to  observe  how th e  
composer has v a r ie d  th e  rhythms w ith in  th e  melody to  r e f l e c t  th e  t e x t .  
Whereas "w ith  v ig o ro u s  s te p s "  I s  sung In  h a l f - n o te  movement, th e  s w if t ­
n e ss  o f  th e  t r a v e l e r 's  p a ss in g  I s  ex p ressed  th rough  a rhythm ic change 
to  q u a r te r  n o te s .
T ex tu re : Harmony and C o u n te rp o in t
T his song s e rv e s  a s  a  rem inder t h a t  harm onic v a r ie ty  I s  one o f 
Gordon B in k e rd 's  s t r e n g th s .  C onsequently , any s in g le  u n ify in g  harm onic 
elem ent In  th e  song would be d i f f i c u l t  to  d e f in e . C oun terpo in t I s  
predom inant w ith  much d is so n a n t tw o -p a rt co m p o sitio n , such a s  occurs 
In  th e  f i r s t  two m easures o f  th e  s e t t i n g .  In  c o n t r a s t ,  some homophony 
o c cu rs , as  I l l u s t r a t e d  In  th e  ascend ing  chords o f  m easures 136 to  144. 
S e c tio n  3 (m easures 67-83) c o n ta in s  many t r i a d i c  chord s t r u c tu r e s  and a 
r a th e r  c o n v en tio n a l han d lin g  of d isso n an ce . Non-harmonic to n es  a re  
m ostly  n e ig h b o rin g  to n e s . Secundal harm onies a re  h e a rd , as  I l l u s t r a t e d  
In  m easures 119 to  121. Q u a rta l s t r u c tu r e s  can be observed  In  m easure 
11 and m easures 221 to  229. Chord c lu s t e r s  se rv e  to  h e ig h te n  th e  drama 
o f more dynamic p a ssa g e s , as o ccu rs  In  m easure 262. O s tin a to  f ig u re s  
a re  p layed  by th e  r i g h t  hand o f th e  accompaniment in  m easures 67 to  83, 
d e p ic t in g  th e  b i r d s '  song.
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As in  o th e r  B lnkerd songs, ex trem es in  p i tc h  range c o n tr ib u te  
to  harm onic c o lo r  and v a r ie ty .  For exam ple, in  m easures 54 and 55, 
fo llo w in g  a v o c a l re fe re n c e  to  " g e n t le  r a i n , "  bo th  h igh  and low p i tc h  
extrem es occur in  th e  p ia n o 's  d e l ic a te  tw o -p a rt c o u n te rp o in t. Widely 
spaced i n t e r v a l s ,  a  re c u rr in g  c h a r a c te r i s t i c  in  c lo s in g  m easures o f 
B in k e rd 's  so n g s, ag a in  occur in  th e  l a s t  chord of th e  s e t t in g .
M easure 253 i l l u s t r a t e s  th e  com poser's freq u e n t use  o f  d is so n a n t 
p ro g re s s io n s  to  h e ig h te n  drama. As th e  v o ic e  so ars  s tro n g ly  in  th e  h igh  
ran g e , th e  p ian o  r e in fo rc e s  th e  v o ice  w ith  s o n o r i t ie s  which v a ry  in  
deg rees o f  d isso n an ce  (Example 4 3 ). For in s ta n c e , th e  f i r s t  cho rd , 
which c o n ta in s  elem ents o f  bo th  p o ly m o d a lity  and b i to n a l i t y ,  i s  on ly  
m odera te ly  d is so n a n t due to  th e  spacing  o f  p a r t s .  The second chord i s  
more h ig h ly  d is so n a n t because o f th e  c lu s t e r  e f f e c t  and c lo s e r  p ro x im ity  
o f p a r t s .  Then, th e  th i r d  chord r e le a s e s  some of th e  te n s io n  in  a 
l e s s  d is so n a n t polym odal s t r u c tu r e .  The fo u r th  chord in c re a s e s  in  
d issonance  th rough  i t s  polyharm onic s t r u c tu r e  (Example 4 3 ).
Example 43. "The F a ir  M orning," m easure 253. C opyright 1971 by Boosey
& Hawkes. In c .
M— .....  . ..-  1
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W ith ex cep tio n  o f s e c t io n  3, to n a l  c e n te rs  in  th e  t r a d i t i o n a l  
sense  a re  o b scu re , emerging p e r io d ic a l ly  w ith in  ph rases  th rough  su s ta in e d
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to n e s , and. o s t in a to s .  As i l l u s t r a t e d  in  F igure  11, to n a l  c e n te rs  
f r e q u e n tly  emerge a t  th e  end o f s e c t io n s .
S e c tio n  3 (m easures 67-83) i s  unique in  th a t  i t  i s  th e  only  
s e c t io n  o f th e  song th a t  e s ta b l i s h e s  c le a r  key r e l a t io n s h ip s .  I t  beg ins 
in  C m ajo r, moves b r i e f ly  in to  E - f l a t  m inor, th en  re tu rn s  to  C m ajor.
This s e c t io n  a ls o  i s  l e s s  d is so n a n t th an  o th e r  s e c t io n s  o f  th e  s e t t in g ,  
and i t  i s  s ig n i f i c a n t  t h a t  th e  consonance and to n a l  c l a r i t y  o f s e c tio n  3 
i s  jo in e d  w ith  th e  te x tu a l  id e a  o f " tu n e fu l  b i r d s ."
M usical te x tu r e  in  t h i s  song ranges from sp a rse  tw o -p a rt co u n te r­
p o in t to  th ic k  e ig h t - p a r t  ch o rd s , co o rd in a ted  w ith  th e  t e x t  to  enhance 
p o e tic  m eanings. For in s ta n c e ,  B inkerd uses s p a r s e ly  te x tu re d  co u n ter­
p o in t  i n  th e  accompaniment which opens th e  s e t t in g  to  s e t  an exuberan t 
mood f o r  th e  song. In  s e c t io n  3 , te x tu a l  re p re s e n ta t io n  i s  more s p e c i f ic  
a s  th e  h ig h  o s t in a to  in  th e  r ig h t  hand o f th e  p iano  seems to  d e p ic t th e  
song o f th e  b i rd s  r a th e r  r e a l i s t i c a l l y .  In  s e c t io n  4 (m easures 84-113), 
th e  fast-m ov ing  c o u n te rp o in t in  th e  accompaniment se rv es  to  co u n te r­
ba lan ce  th e  v o c a l l i n e ’ s s u s ta in e d  rhythm , th e reb y  r e ta in in g  th e  song’ s 
rhythm ic d r iv e . A sense  o f d is ta n c e  i s  c re a te d  th rough  w ide m elodic 
le a p s  in  th e  r i g h t  hand o f th e  p ian o  in  m easures 151 to  172, re p re se n tin g  
th e  h e a r in g  o f  " f a r  o f f  t in k l in g  b e l l s . "
L ikew ise , cho rd a l p assag es  se rv e  to  re p re s e n t .v a r io u s  c o n tra s tin g  
moods. S e c tio n  5 (measures 114-150) i s  p r im a r i ly  homophonie, c o n ta in in g  
many s u s ta in e d  to n es  and chords which enhance th e  image o f "h ig h  over­
head , th e  f o r e s t ’ s  swaying boughs."  More s p e c i f ic  w o rd -p a in tin g  o f t h i s  
image o ccu rs  in  m easures 135 to  143 a s  th e  r ig h t  hand o f th e  p iano  makes 
sca le w ise  upward ex cu rsio n s  in  p a r a l l e l  s ix th s ,  enhancing th e  sense  o f
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h e ig h t and d is ta n c e  In  th e  scene .
O ther moments in  th e  song p ro v id e  p l a n l s t l c  sounds th a t  combine 
p e rc u ss iv e  d isso n an ces  w ith  rhythm ic com plex ity . For In s ta n c e , th e  
accompaniment In  m easures 195 to  200 I l l u s t r a t e s  th e  com poser’s u se  o f  
p e rc u ss iv e  c l u s t e r  d isso n an ces  to  r e f l e c t  th e  v ig o r  and a c t i v i t y  o f  th e  
t r a v e l e r ’ s v ig o ro u s  s te p s .  An example o f ex trem ely  w ide-spaced , th ic k  
p e rc u ss iv e  te x tu re s  occu rs  in  m easures 241 to  243 a s  th e  accom panim ent’s 
so n o r ity  s t r e n g th  b u ild s  to  th e  fo r t is s im o  v o c a l cadenza on th e  word 
" b r ig h t ."
L ike harm onic v a r i e ty ,  t e x tu r a l  v a r i e ty  a ls o  I s  a  s t r e n g th  in  
th e  com poser’ s songs. Furtherm ore, a s  I l l u s t r a t e d ,  changes i n  m u sica l 
te x tu re  o ccu r in  a  manner In  which p o e t ic  s u b je c t  manner I s  il lu m in a te d  
and enhanced.
"The F a ir  Morning" i s  a  ra y  o f s p r in g  su n sh in e . B lnkerd  has 
proven th a t  he can be l i g h t l y  l y r i c a l ,  moving, and spon taneously  
ex u b eran t. The song I s  s in g a b le  and shou ld  prove g r a te f u l ly  ch a llen g in g  
to  many good so p ran o s; however, th e  range  and some qu ick  m odu la tions may 
make i t  d i f f i c u l t  f o r  a  s in g e r  whose b a s ic  v o ca l and m usica l tech n iq u e  
i s  n o t w e ll e s ta b l is h e d .
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7. "Nursery Ode"
Dimply dam sel, sw ee tly  sm ilin g .
A ll  c a re s s in g , none b e g u il in g .
Bud o f b e au ty , f a i r l y  b low ing ,
Every charm to  n a tu re  owing.
This and th a t  new th in g  ad m irin g .
Much o f t h i s  and th a t  e n q u ir in g . 
Knowledge by deg rees  a t t a in in g .
Day by day some v i r t u e  g a in in g .
Ten y e a rs  hence, when I  le a v e  chim ing. 
B ea rd le ss  p o e ts ,  fo nd ly  rhym ing, 
(F escu 'd  now, p e rh ap s, i n  s p e l l i n g , )  
On th y  r i p e r  b e a u tie s  d w e llin g .
S h a ll  accuse  each k i l l i n g  f e a tu r e  
Of th e  c r u e l ,  charm ing, c r e a tu r e .
Whom I  knew com plying, w i l l in g ,  
le n d e r ,  and a v e rse  to  k i l l i n g . !
The t e x t  was w r i t t e n  by Ambrose P h i l ip s  (1674-1749), an E n g lish  
p o e t and fe llo w  o f  S t. Johns C o lleg e , Cambridge. P h i l ip s  came under 
v e rb a l  a t t a c k  by co n tem p o raries , such a s  A lexander Pope and Jo nathan  
S w if t, fo r  h i s  s e n tim e n ta l p o e try  abou t c h i ld re n .  T h is p a r t i c u l a r  
poem was among th o se  c r i t i c i z e d .  The t e x t ,  th e  m u s ic a l s e t t i n g  o f 
w hich B inkerd t i t l e d  "N ursery  O de," was t i t l e d  by P h i l l i p s ,  "To Miss 
M argaret P u lte n e y , d au g h ter o f D an ie l P u lte n e y , Esq; in  th e  N u rse ry ."
In  s p i t e  o f th e  poem’ s s im p l ic i ty  and s e n t im e n ta l i ty ,  i t  p o sse sse s  a
2
c e r ta in  charm and warmth, and i s  among P h i l i p ’ s  " p le a s a n te s t  p ie c e s ."
The poem i s  a  g e n t le  and in t im a te  monologue by th e  p o e t to  a  
young g i r l  f o r  whom he f e e l s  a  deep a f f e c t io n .  I t  m ixes moods o f d e l ig h t
G. S egar, e d . , The Poems o f Ambrose P h i l ip s  (New York: 
R u ss e ll  & R u s s e l l ,  1937), p . 122.
2
S i r  P au l Harvey, e d . , The Oxford Companion to  E n g lish  L i te r a ­
tu r e  (O xford: C larendon P r e s s , 1967), p . 641.
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and ad m ira tio n  w ith  h in ts  o f  m elancholy . As i l l u s t r a t e d  in  F igu re  12, 
th e  f i r s t  fo u r l in e s  and each subsequent c o u p le t p re s e n t a  s p e c i f ic  
theme and mood. From a lo n g e r p e r s p e c t iv e , th e  poem a ls o  i s  in  two 
somewhat c o n tra s t in g  h a lv e s . In  th e  f i r s t  e ig h t l i n e s ,  th e  p o e t d e l ig h ts  
in  th e  l i t t l e  g i r l ' s  b e a u t i f u l  countenance, h e r busy c u r io s i ty ,  and h e r 
d a i ly  le a rn in g  and developm ent. The f i n a l  e ig h t  l in e s  p o ssess  a  touch 
of sad n ess , fo r  th e  p o e t r e a l i z e s  th a t  he p robab ly  w i l l  n o t l i v e  to  see  
th e  g i r l  m atu re . "Ten y e a rs  h en ce ,"  young men w i l l  c r i t i c i z e  th e  v e ry  
charms th a t  they  so adm ire . However, in  th e  l a s t  c o u p le t . P h i l ip s  
rem inds u s th a t  th e  g i r l  whom th e  young men w i l l  c o n s id e r  c ru e l ,  he 
knows on ly  as  a  g e n tle  and te n d e r  c r e a tu r e .
The poem i s  in  t ro c h a ic  te t r a m e te r , which w ith  i t s  s t r e s s e d  -  
u n s tre s s e d  l i l t  ( /  x ) ,  " i s  b e s t  s u i te d  to  l i g h t  and t r ip p in g  . . . 
t o n e s . T h i s  p o e tic  rhythm  seems a p p ro p r ia te  f o r  a  poem th a t  d e sc r ib e s  
an a c t iv e  l i t t l e  g i r l .  However, as  d iscu ssed  below, a t  B in k e rd 's  
u n h u rried  tempos, t ro c h a ic  m eter can a ls o  su g g es t th e  ro ck in g  o f a c r ib ,  
toy  h o rs e , o r  ro ck in g  c h a i r .
Form
The s e t t i n g 's  fo rm al d esign  i s  te rn a ry ,  a s  fo llo w s :
■Scarl Shapiro  and R obert Beum, A Prosody Handbook (New York: 
H arper & Row, P u b ., 1965), p . 38.
Figure 12. Musical and Poetic Form of "Nursery Ode."
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M usical L ines o f
E
A'
Themes Measures Text T ex tu a l Themes
1-7 ( p iano  in tro d u c tio n  )
8-16 1-4 The l i t t l e  g i r l ’s  beau ty .
C 17-31 5-6 Her busy c u r io s i ty .
d 32-46 7-8 Her le a rn in g  and developm ent.
a2 46-51 9-10 F u tu re  young p o e ts .
b2 52-63 11-12 A dm iration of h e r  " r ip e r  b e a u tie s .
3a 64-71 13-14 Young p o e t’s c r i t ic i s m s  of h e r 
c ru e l  charms.
72-82 15-16 The young g i r l  as  th e  poet knows
h e r— g e n tle  and te n d e r .
As can be observed in  th e  above f ig u r e ,  B inkerd m irro rs  the  
poem’ s o rg a n iz a tio n  by m atching m u sica l themes w ith  p o e tic  passages of 
s im ila r  theme and mood. Although themes "a"  and "b" a re  v a r ie d  through 
changes in  v o ic in g , to n a l i t y ,  rhythm , harmony, and a b b re v ia tio n , they  
a re  re c o g n iza b le  in  t h e i r  re c u rre n c e , and th u s  r e in fo rc e  s t r u c tu r a l  
u n i t .  Theme "a"  f i r s t  appears  as  th e  p iano  in tro d u c t io n ,  then  subse­
q u en tly  w ith  te x tu a l  l in e s  9-10 and 13-14, which speak w ith  a touch of 
sadness o f  fu tu r e  y e a rs  in  which th e  p o e t w i l l  n o t be p re s e n t to  watch 
th e  g i r l  grow. M usical theme "a" r e f l e c t s  t h i s  sadness in  a le g a to , 
c a n ta b i le  l i n e  which ends w ith  a d e sc e n t. The p iano  opens w ith  the  
theme in  a low ran g e , which g iv es  th e  l i s t e n e r  a p rem onition  th a t  a l l  
th o u g h ts  in  th e  s e t t i n g  a re  n o t happy ones.
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Theme "b" ap p ea rs  w ith  h a p p ie r  th o u g h ts  o f  th e  young g i r l ’ s 
b eau ty  ( l in e s  1 -4 ) ,  h e r  " r i p e r  b e a u tie s "  ( l in e s  1 1 -1 2 ), and h e r te n d e r­
n ess  and g e n tle n e s s  ( f i n a l  c o u p le t ) . These th o u g h ts  a re  r e f le c te d  in  
theme " b ,"  which in c lu d e s  a s tro n g  m e tr ic  p u ls e  and c lo se s  w ith  a 
s l i g h t ly  ascend ing  co u n tou r.
Themes "c"  and " d ,"  which com prise th e  c o n tra s t in g  m iddle 
s e c t io n ,  r e f l e c t  th e  a c t iv e  n a tu re  o f  th e  young g i r l  and h e r  le a rn in g  
acq u ired  th rough  c u r io s i ty .
A lthough S e c tio n  A' i s  a  c le a r  r e c a p i tu l a t io n  o f m u sica l m ate r­
i a l s  from s e c t io n  A, th e  l a s t  s e c t io n  i s  much lo n g e r th an  e i th e r  o f th e  
f i r s t  two s e c t io n s ,  f o r  B inkerd em phasizes th e  p o e t’ s r e g r e ts  by 
re p re se n tin g  th e  f i n a l  e ig h t  p o e tic  l in e s  in  one m u sica l s e c t io n .
Rhythm, M eter, and Tempo
The p o e t ’s f e e l in g s  o f  a f f e c t io n  f o r  th e  g i r l  a s  m a n ife s t in  
th e  g e n t le ,  in t im a te  monologue, a re  r e f le c te d  i n  rhythm ic c h a r a c te r is ­
t i c s ,  m e te rs , and tem pos. Because o f th e  re la x e d  and u n h u rried  tempos 
(J= 50 and J= 6 0 ), t r i p l e  m eter th roughou t (3 /4  and 9 /8 ) ,  and 
g e n e ra lly  uncom plicated  rhythm s, f o r  th e  most p a r t ,  a  subdued rhythm ic 
a c t i v i t y  enhances th e  poem’s in tim acy  and te n d e rn e ss .
I n  th e  m iddle s e c t io n ,  th e  l i t t l e  g i r l ’s  l i v e l i n e s s  and 
c u r io s i ty  a re  m irro re d  in  s e v e ra l  rhythm ic p ro ced u res : (1) th e  tempo
in c re a s e s  w ith  a  p iù  mosso d e s ig n a tio n , (2) t r i p l e t  a g a in s t  d u p le t 
f ig u r e s  in c re a s e  rhythm ic com plexity  (m easures 21 th rough  25 ), (3) 
ra p id  p iano  f lo u r is h e s  g e n e ra te  an in c re a s e  in  rhythm ic a c t i v i t y — in  
m easures 29 th rough  31, p iano  f lo u r is h e s  r e f l e c t  th e  g i r l ' s  busyness 
and energy , and in  m easures 42 th rough  46, p iano  f lo u r is h e s  b u ild  and
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m a in ta in  a  rhythm ic energy to  m atch th e  s o n g 's  on ly  dynam ically  In te n se  
passage  (m easures 45 and 46).
As d isc u sse d  above, th e  poem I s  In  tro c h a ic  m e te r . For th e  most 
p a r t ,  B lnkerd  d is g u is e s  r e g u la r i t i e s  o f th e  p o e tic  m e te r w ith  syncopa­
t io n s  and t i e d  n o te s  In  th e  v o c a l l i n e .  However, a t  th e  b eg in n in g  of 
theme " b ,"  B lnkerd  em phasizes t h i s  m ete r by p la c in g  s t r e s s e d  word 
s y l la b le s  on th e  f i r s t  and second b e a ts  o f th e  m easure (m easures 8-9 
and 72 -7 3 ). T h is m e tr ic  e f f e c t  o f  th e  v o ic e  l i n e  I s  jo in e d  by a  rock ing  
e f f e c t  In  th e  b a se  l i n e  o f th e  p ia n o , which I s  c re a te d  by to n es  sounded 
on each b e a t  p receded  by g race  n o te s .  The m usical r e s u l t  su g g es ts  th e  
ro ck in g  o f  a c r ib ,  to y  h o rse , o r  ro ck in g  c h a i r .
Melody
M elodic l in e s  r e f l e c t  p o e tic  themes and moods In  v a r io u s  
e x p re ss iv e  ways. Theme "a"  I s  somewhat ambiguous because  I t  f i r s t  
appears  In  th e  p iano  In tro d u c tio n  w ith o u t t e x t .  Then, I t  l a t e r  re tu rn s  
In  m easures 46 th rough  51, where th e  p o e t s e r io u s ly  and p h ilo s o p h ic a l ly  
c o n je c tu re s  on how young men w i l l  respond to  th e  g i r l ' s  charms In  
fu tu r e  y e a r s . As I l l u s t r a t e d  In  th e  example below, i n  th e  l a t e r  p re ­
s e n ta t io n  w ith  t e x t ,  th e  m usical theme p o sse sse s  a d e f i n i t e ,  p u rp o se fu l 
con tou r In  which th e  l i n e  I s  m o tiv a ted  to  I t s  h ig h e s t  p o in t ,  D, on th e  
words "chim ing, b e a rd le s s  p o e ts ."  The l i n e  then  f a l l s  o f f  to  a  cadence 
w ith  th e  words " fo n d ly  rhym ing."
102
Example 44. "N ursery  Ode," m easures 46-51 , v o ca l l i n e  o n ly . 
1971 by Boosey & Hawkes, In c .
Copyright
46 A ' r r: □
rneaveT e n  y e a r s  h e n c e .  when x U M S .  cUlm
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-  S . f S  f o n d ly r h  y  w  -  I
In  c o n t r a s t ,  theme "b" (m easures 8 th rough  1 6 ), in  an in d e c is iv e  
l i n e  t h a t  tu rn s  i n  on i t s e l f ,  r e f l e c t s  th e  p o e t 's  l ig h th e a r te d  o b serva­
t io n s  o f th e  l i t t l e  g i r l  i n  p o e t ic  l in e s  1 th rough  4 . In  m easures 10 
and 11, c o n tr ib u tin g  to  i t s  o v e r a l l  s t a t i c  e f f e c t ,  th e  melody o u t l in e s  
th e  C -sharp m inor t r i a d .  In  th e  example below , some n o te s  a re  d isp la c e d  
an oc tave  in  o rd e r  to  i l l u s t r a t e  th e  m e lo d y 's  s t a t i c  movement.
Example 45. "N ursery  Ode," m easures 8 -1 6 , v o c a l l in e  o n ly . C opyright 
1971 by Boosey & Hawkes, In c .
p i - — j  ! - .L -
D / r r , . p l y  c l < j m - s e l )  S w e & + - l y  s t y > i l -
--------1—
• Â I /  Cl
------- i— k — I'V
I -  r e i s - / n ÿ  , m o n
f f f f r  P ? : r
^ --------- ------- k —‘
e g u ! l - i r ] A y
r f r Y  r  '1d ,  /  ' ^-------- ^ -------------W  ...J
BuJ ~ f f f  -fA/rJy
In  th e  m idd le  s e c t io n ,  th e  l i t t l e  g i r l ' s  a c t iv e  c u r io s i ty  i s  
m irro red  in  th e  v o c a l l i n e .  As th e  l i t t l e  g i r l  moves abou t in s p e c tin g  
h e r  su rro u n d in g s , th e  v o c a l l i n e  i s  b roken  up w ith  r e s t s  and r e i t e r a ­
t io n s  o f "new th in g "  and " in q u ir in g ."  Her an im ation  i s  f u r th e r
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r e f le c te d  In  a  v o c a l l i n e  t h a t  i s  more a n g u la r  th a n  In  th e  p reced in g  
s e c tio n .
The s in g e r ’ s m u sic ian sh ip  and v o c a l te ch n iq u e  w i l l  be ch a llen g ed  
by th e  g e n e ra l ly  d is ju n c t  m elodic movement which in c lu d e s  sk ip s  o f  th e  
t r i t o n e ,  and le a p s  o f  m ajor sev en th s  and m ajor n in th s .  However, a s  
d iscu ssed  above, th e  v o ca l l i n e  i s  a r t i s t i c a l l y  conceived  and m o tiv a ted  
by B in k e rd 's  s e n s i t i v i t y  to  t e x tu a l  im p lic a t io n s .
T ex tu re : Harmony and C oun terpo in t
M irro rin g  th e  t e x t ’ s g e n tle n e s s  and in tim acy  i s  a  g e n e ra l ly  
th in  m u sica l te x tu r e .  W ith in  t h i s  te x tu r e ,  B inkerd  a v a i l s  h im se lf  o f 
much v a r i e ty .  For exam ple, w ide ly  spaced f iv e - p a r t  s o n o r i t i e s ,  m easures 
23 th rough  25, a r e  c o n tra s te d  a b ru p tly  w ith  unaccompanied v o c a l r e c i t a ­
t iv e  which fo llo w s in  m easures 26 th rough  28. Most o f  th e  s e t t i n g  i s  
homophonie w ith  chords e i t h e r  formed v e r t i c a l l y  o r  a rp e g g ia te d . However, 
c o u n te rp o in t i s  p re s e n t  and in v o lv ed  b o th  im i ta t iv e ly  (m easures 46 
th rough 48) and n o n - im ita t iv e ly  (m easures 1 th ro u g h  7 ) . In  th e se  two 
p assag es , theme "a ” i s  accompanied in  th e s e  two d i f f e r e n t  ways.
The song c lo s e s  w ith  a  chord s t r u c tu r e  t h a t  B in k erd ’s te a c h e r ,  
W alter P is to n ,  u sed  to  some e x te n t i n  h is  co m p o sitio n s. A lthough m ost 
chord s t r u c tu r e s  in  "N ursery  Ode" a re  t e r t i a n ,  t h i s  p a r t i c u l a r  c lo s in g  
s o n o r ity  i s  th e  p a r t i a l  in v e rs io n  o f a  q u in ta l  chord on E - f l a t  w ith  
th e  to n e  F two o c tav e s  below i t s  p o s i t io n  in  th e  u n in v e rte d  chord 
(Example 4 6 ).
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Example 46. "N ursery  O de," m easures 81 and 82. C opyright 1971 by 
Boosey & Hawkes, In c .
8 / 92
One cannot f in d  any p r in c ip le  govern ing  chord  p ro g re s s io n s . 
Sounding a s  v e r t i c a l  chords o r  formed in  c o u n te rp o in t o r  a rp e g g ia tio n , 
s o n o r i t ie s  s e rv e  to  add meaning to  the  v o c a l melody. Chords f re q u e n tly  
p ro g re ss  to  unexpected  and rem ote t o n a l i t i e s .  The r e s u l t  i s  a  harmonic 
language th a t  i s  B in k e rd 's  own unique s ty l e .
Most chord s t r u c tu r e s  a re  t e r t i a n .  M easures 32 th rough  41 
i l l u s t r a t e  t h i s  p o in t  q u i te  w e ll ;  however, in  most o th e r  p a ssag es , 
because o f enharm onic s p e l l in g s ,  non-chord to n e s , v o ic in g , c o u n te rp o in t, 
a rp e g g ia tio n , and th e  l i k e ,  sim ple  t r i a d i c  chord ty p e s  a r e  n o t so 
obv ious. For exam ple, a s  i l l u s t r a t e d  in  Example 47, in  m easures 17 
th rough  21, t e r t i a n  chords a re  formed b o th  in  v e r t i c a l  s t r u c tu r e s  
(m easures 17 th rough  19) and in  a rpegg ios (m easures 20 and 2 1 ) .
Example 47 a ls o  i l l u s t r a t e s  B in k e rd 's  use  o f biharmony and h is  
co n v en tio n a l and u n co n v en tio n a l trea tm en t o f  d isso n an ces .
M easures 17 th rough  19; The to n a l i ty  i s  E m inor. In  m easure 
17, I I I  o f  E m inor i s  b r i e f ly  e s ta b l is h e d  u n t i l  th e  v o ic e  
le a d s  in to  a  b iharm onic passage which ex tends th rough  
m easure 19. As i l l u s t r a t e d  below, an F -sh a rp -n in e  chord 
(V g /V  in  E m inor) sounds a g a in s t a  B -nine chord (Vg in  E m in o r) .
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Measure 20; A to n ic -n in th  chord in  E m inor i s  im p lied . The chord 
in c lu d e s  a  d im inished th i r d  and b o th  a  p e r f e c t  and dim inished  
f i f t h .
Measure 21: In  a G -fla t-m a jo r-se v e n th  s t r u c tu r e ,  th e  C - f la t  and
A in  th e  v o ice  l in e  a re  t r e a te d  c o n v en tio n a lly  as an appoggia- 
tu r a  and neighboring  tone re s p e c t iv e ly .
Example 47. "N ursery  Ode," m easures 17-21, w ith  chord s t r u c tu r e s .  Copy­
r ig h t  1971 by Boosey & Hawkes, In c .
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In  t h i s  s e t t i n g ,  d issonances occur f r e q u e n tly . As d iscu ssed  
above, d isso n an ces  re so lv e  f r e e ly  and u n co n v en tio n a lly . A nother 
c o n tr ib u to r  to  th e  s e t t i n g 's  d issonance  i s  b i t o n a l i t y .  For exam ple, in  
m easures 32 th rough  40, a l te r n a t in g  between E-m inor, C-major and A-minor 
t r i a d s  w ith  common to n es  E and G, th e  p iano  r ig h t  hand e s ta b l is h e s  a 
to n a l c e n te r  o f C. Above t h i s ,  in  m easures 35 through 40, th e  v o ic e  i s
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In  D - f l a t ,  w ith  i t s  dom inant, A - f la t ,  sounded in  th e  b a ss  (Example 48)
Example 48. "N ursery  Ode," m easures 32-37. C opyright by Boosey & 
Hawkes, In c .
32 3 3 ■5’̂
p
5t a %  "
_  g j j g  hy dfe-_jrses A T - ra in '«5’
r
Because o f biharm ony, b i t o n a l i t y ,  d isso n a n c e , enharmonic 
s p e l l in g s ,  o c tav e  d isp lacem en t o f n o te s ,  unexpected  chord p ro g re s s io n s , 
and o th e r  f a c to r s ,  to n a l  c e n te rs  f re q u e n tly  a re  o b scu re . As in  most 
B inkerd songs, th e re  i s  no key s ig n a tu re ,  and th u s  th e  composer i s  f r e e  
to  choose enharmonic s p e l l in g s  based on ease  o f r e a d a b i l i ty  and conven­
ie n c e . P re lim in a ry  s tu d y  o f  th e  t o n a l i t i e s  o f th e  v o ic e  and p iano  p a r ts  
in d iv id u a lly  u s u a lly  ren d e rs  th e  to n a l  s t r u c tu r e s  in  more c le a r ly  
d is c e rn ib le  te rm s. A lthough in  many cases  i t  i s  n e a r ly  im p o ssib le  to  
determ ine th e  p re c is e  to n a l i t y ,  some c h a r a c te r i s t i c s  o f  th e  im plied  
to n a l scheme a re  s ig n i f i c a n t .  R e in fo rc in g  s t r u c tu r a l  u n i ty ,  th e  f i r s t
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and l a s t  s e c t io n s  b e g in  in  th e  same t o n a l i t i e s — F -  E -  C. R e f le c t in g  
th e  g i r l ' s  a c t i v e  c u r io s i t y ,  in  s e c t io n  B, th e r e  i s  more to n a l  am bigu ity  
and a  g r e a te r  r a t e  o f  t o n a l i ty  change th a n  in  o th e r  s e c t io n s .  The to n a l  
scheme o f p redom inan t t o n a l i t i e s  can  be diagrammed as fo llo w s ;
F ig u re  13. T o n a lity  Scheme o f "N ursery  O de."
S e c tio n  A S e c tio n  B S ec tio n  A'
* F E C  ̂ ' e  B'b a C# C (C+D '̂) e  d ! F E C.E *
I _______! I--------- 1
In  t h i s  s e t t i n g ,  B inkerd h as  s e n s i t iv e ly  r e f le c te d  p o e t ic  themes 
and moods in  m usic . The in tim acy  o f  th e  sce n e , th e  g e n tle n e s s ,  th e  deep 
a f f e c t io n ,  a l l  a r e  sen sed  bo th  i n  t e x t  and m usic .
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8. " I f  Thou W ilt Ease Thine H eart"
I f  thou  w i l t  ea se  th in e  h e a r t  
Of love  and a l l  i t s  sm art,
Then s le e p ,  d e a r , s le e p ;
And n o t a  sorrow
Hang any t e a r  on your e y e la sh e s ;
L ie  s t i l l  and deep.
Sad s o u l ,  u n t i l  th e  sea-wave washes 
The rim  o ’ t h ’ sun to-m orrow.
In  e a s te rn  sky .
But w i l t  thou  c u re  thy  h e a r t  
Of lo v e  and a l l  i t s  sm art.
Then d ie ,  d e a r , d ie ;
’T is  d eep e r, sw e e te r ,
Than on a  ro se  bank to  l i e  dream ing 
W ith fo ld ed  eye;
And th e n  a lo n e , amid th e  beaming 
Of lo v e ’s s t a r s ,  t h o u 'I t  m eet h e r 
In  e a s te rn  s k y . l
The t e x t ,  t i t l e d  "Wolfram’ s D irg e ,"  i s  from D eath’s J e s t
Book, a  p la y  w r i t t e n  by th e  e c c e n tr ic  Englishm an, Thomas Beddoes (1803-
1849). The p la y  i s  " a  G othic h o r ro r  r e l ie v e d  by d e l i c a te ly  in terw oven 
2
l y r i c s , "  one o f which i s  t h i s  t e x t .  In  th e  p la y , Duke M elveric  has 
s l a i n  Wolfram o u t o f  je a lo u s y  f o r  S ib y l la .  In  a c t  I I ,  Scene 1 , th e  
Duke, S ib y l la ,  and some k n ig h ts  a r e  assem bled round th e  co rp se  o f 
Wolfram, which i s  ly in g  on a b i e r ,  as a d irg e  i s  ch an ted  to  th e  words 
o f t e x t ,  " I f  thou  w i l t  ease  th in e  h e a r t  . . . "
The im agery in  th e  poem i s  d e l ic a te ly  drawn in  each 
s tro p h e . In  th e  f i r s t ,  th e  so u l s le e p s  to  ease  th e  p a in  o f lo v e  and.
^F. L. L ucas, e d . ,  Thomas L o v e ll Beddoes (London: 
Cambridge U n iv e rs ity  P r e s s ,  1932), p . 53.
2
Louis U nterm eyer, L ives Of The P o e ts  (New York: Simon
and S c h u s te r , 1959), p . 280.
109
on aw akening, th e  opening o f  eyes f i l l e d  w ith  te a r s  i s  compared w ith  th e  
sun r i s i n g  on th e  e a s te rn  h o rizo n  a t  s e a . In  th e  second s ta n z a , death  
i s  s a id  to  be sw ee te r th an  dreaming on a  ro s e  bank w ith  c lo sed  eyes 
which inw ard ly  gaze on lo v e 's  s t a r s  in  a  p e rp e tu a l  n ig h t .  One i s  loosed  
from h is  e a r th y  su rro u n d in g s—w a te r , l i g h t ,  sun , and sky—and he i s  
concerned on ly  w ith  heaven and s t a r s .
Form and Melody
The poem c o n s is ts  of two p a r a l l e l  s ta n z a s  o f te n  i r r e g u la r  
l i n e s  each . The sen tim en t expressed  in  each s tan z a  i s  summed up in  
th e  f i r s t  th r e e  l i n e s .  The f i r s t  s ta n z a  e x p la in s  th a t  s le e p  w i l l  ease  
th e  h e a r t  o f lo v e 's  p a in , w h ile  th e  second s ta n z a  ex tends th e  thought 
to  cea se  th e  p a in  by d e a th . B in k e rd 's  s e t t in g  m ir ro rs  th e  p a r a l l e l  b u t 
i r r e g u la r  s t r u c tu r e  o f each s tro p h e  by grouping  th e  l in e s  d i f f e r e n t ly  
w ith in  each s ta n z a . Thus, th e  l in e s  o f th e  f i r s t  s ta n z a  a re  grouped 
5 + 4 w h ile  th e  l i n e s  o f th e  second s ta n z a  a re  grouped 3 + 3 + 3 ,  w ith  
each group o f l in e s  be in g  s e t  o f f  by a s h o r t  in te r lu d e ,  as  shown in  th e  
f ig u r e  below . The m u s ica l s e t t in g  o f th e  second s ta n z a  i s  tw ice  as 
long  a s  th e  f i r s t .  M u sica lly , each of th e se  groups o f l i n e s .  S tanza  1 , 
l i n e s  1 -5 , l i n e s  6 -9 , S tanza  2, l i n e s  1 -3 , 4 -6 , and 7-9 i s  s e t  to  
d i f f e r e n t  m usic u n if ie d ,  in  some c a s e s , by common m o tiv e s . O v e ra ll , 
how ever, th e  song i s  through-com posed, as  i l l u s t r a t e d  below .
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Figure 14. Musical and Poetic Form of "If Thou Wilt Ease Thine Heart."
Stanza Theme
In te r lu d e
2
In te r lu d e










In te r lu d e  68-69
a^ 70-92
Text
S tanza 1 , 
l in e s  1-5
S tanza  1 , 
l i n e s  6-9
S tanza  2, 
l in e s  1-3
S tanza  2 , 
l in e s  4-6
S tanza  2, 
l i n e s  7-9
Tempos Cadences
J = c a . 52
J = c a . 60
J.= c a . 44
fe rm a ta , 
poco p iù  mosso
fe rm a ta , 
meno mosso
The f i r s t  s ix te e n  m easures o f th e  v o c a l melody c o n ta in  a l l  of
th e  m elod ic , rhy thm ic, and to n a l  m a te r ia ls  from which th e  rem ainder o f
th e  song i s  c o n s tru c te d . This p r in c ip a l  melody i s  d i f f e r e n t  from 
B inkerd ’s o th e r  song m elodies in  th a t  i t  i s  q u i te  s t a t i c  and declam atory  
th ro u g h o u t. The melody c o n s is ts  o f th re e  p a r t s :  (1) th e  in tro d u c to ry
f lo u r i s h ,  a s  seen  in  m easures 1, 4 , and 10-11, (2) th e  r e c i t in g  or
su s ta in e d  to n e , m easures 2 -4 , 6 -7 , and 11-14, (3) th e  f i n a l  descending 
cadence, m easures 8 -9 , and 14-16. As i l l u s t r a t e d  in  th e  example below , 
B inkerd f i r s t  s t a t e s  t h i s  m elodic ty p e  in  i t s  s im p le s t form w ith o u t an 
in te rm e d ia te  cadence a t  th e  beg inn ing  of th e  song, m easures 1 through 4 . 
The n ex t s ta tem e n t i s  more e la b o ra te .  The i n c l p l t  i s  a l te r e d
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somewhat and extended rh y th m ic a lly . The v o ic e  declaim s i t s  te x t  on 
th e  r e c i t in g  tone  A which i s  fo llow ed by a descending  cadence on E.
The f i n a l  s ta tem e n t from m easures 10 th rough  16, i s  th e  m ost e la b o ra te  
of a l l .  The i n c l p i t  i s  extended in  range and le n g th , th e  r e c i t in g  tone 
i s  em bellished  by upper and low er ne ig h b o rin g  to n e s , and th e  f i n a l  
cadence i s  len g thened  (Example 4 9 ).
Example 49. " I f  Thou W ilt E ast Thine H e a r t ,"  m easures 1 -16 , v o c a l l i n e  
o n ly . C opyright 1971 by Boosey & Hawkes, In c .
r f  fkoi/ AfJe h a l t i ;  e jfse^ l^ n e  h e a r t  o f  love flud
all i t s  smari, Then sleep,he?p,dear, AnJ no t  row /iong an-y,
^ — -, . _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ ---- /S'-------------- -- ---- -
' ^  *■ --  ‘— ■ k ->'i ——— ^ -------------
an -  y t e a r  on y o u r  e y e - l a s h -  S5j
This s ty l e  i s  s im i la r  to  th e  r e c i t i n g  s ty le  used f o r  psalm s in  
th e  Roman, O rthodox, and Greek C a th o lic , A n g lican , L u th eran , and o th e r  
l i t u r g i c a l  r i t u a l s .  There a re  obvious d i f f e r e n c e s ;  th e  l i t u r g i c a l  
psalm  tu n e  has  a  le s s  e la b o ra te  i n c i p i t  th a n  th i s  song, i t s  r e c i t in g  
tone  i s  re p e a te d  m echan ica lly  to  th e  rhythm o f th e  w ords, n o t to  a 
measured rhythm as does th i s  song, and th e  psalm  tone  has an i n t e r ­
m ediate  cadence which th e  song melody does n o t have . N e v e rth e le s s , 
th e  s ty l e  o f th e  song i s  c lo se  enough to  th e  s ty l e  o f a  psalm  tone  to  
r e c a l l  th e  r a th e r  m echanical declam ation  o f psalm odie te x t s  in  r e l i g ­
io u s  r i t e s .  Thus, th i s  song about d ea th  i s  s e t  in  a  p s e u d o - l i tu rg ic a l
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s ty l e  o f c h an tin g  which th e  composer e la b o ra te s  upon in  v a rio u s  ways 
th roughou t th e  song.
This s t y l e  i s  em inen tly  s u i te d  to  e x p re ss  th e  em otion co n ta in ed  
in  th e  te x t  a s  w e ll  as  th e  manner in  which i t  i s  ex p re ssed . At th e  
b eg in n in g , f o r  exam ple, th e  p o e t t e l l s  one t h a t  i f  he w i l l  ease  h is  
h e a r t  ( f l o u r i s h ) , "o f lo v e  and a l l  i t s  sm art"  ( r e c i t in g  to n e ) , " th en  
s le e p , s le e p  d e a r"  (slow ly  descending  cad en ce). Each p a r t  o f th e  
sen ten ce  comes o u t c le a r ly  w ith  th e  " s le e p ,  s le e p  d e a r"  p ro v id in g  a 
q u ie t  r e la x a t io n  o f th e  su s ta in e d  r e c i t a t i o n  h eard  j u s t  b e fo re  i t .
In  th e  fo llo w in g  l in e s  o f t e x t ,  B inkerd u ses  th e se  same elem ents 
over and over in  changing r e la t io n s h ip s  which depend upon th e  t e x t .  For 
example, in  th e  l a s t  p a r t  o f th e  f i r s t  s tro p h e , th e  t e x t  b eg in s  w ith  th e  
words "L ie  s t i l l , "  which B inkerd s e t s  in  a r e c i t i n g  s ty l e  on A w ith  
upper and low er n e ig h b o rs  u n t i l  th e  l i n e  ends w ith  th e  words "sea-w ave 
w ashes."  At t h i s  p o in t  th e  l i n e  moves d e c is iv e ly  downward and then  
back up in  a  m u s ica l l i n e  th a t  l i t e r a l l y  r e p re s e n ts  a  w ashing sea-w ave. 
This w av e-lik e  m otion a ls o  s tro n g ly  resem bles th e  in tro d u c to ry  f lo u r i s h  
th a t  began m u sica l l in e s  in  th e  f i r s t  p a r t  o f t h i s  s tro p h e . H ere, i n  
th e  second p a r t ,  because  th e  te x t  su g g es ts  i t ,  th e  f lo u r i s h  comes a t  
th e  end.
In  p r in c ip l e ,  th e  n e x t l i n e  fo llo w s s u i t .  The r e c i t in g  tone  
reap p ea rs  a t  th e  b eg in n in g  of th e  l i n e  on "The rim  o ’ t h ’ sun tomorrow" 
(m easures 25 th ro u g h  28) and i s  ended w ith  an ascen d in g  move toward th e  
" e a s te rn  sk y ."  T h is l a s t  wave i s  an in v e rs io n  o f th e  w av e-lik e  m otion 
th a t  ended th e  p reced in g  l i n e .  Thus, B inkerd u ses  u n ify in g  c o n tra ­
p u n ta l  d ev ices  f o r  e x p re s s iv e , n o t a b s t r a c t ,  p u rp o se s .
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The r e c i t i n g  s ty le  (m easures 37 th rough  41, 42 and 43, and 48 
th rough  51) and th e  in tro d u c to ry  f l o u r i s h  o f m easure 1 , a ls o  dom inate 
th e  f i r s t  p a r t  o f th e  second s tro p h e , b u t h e re  th e  f lo u r i s h  comes in  
th e  m iddle  o f  th e  l i n e  (m easures 43 and 44) in s te a d  o f a t  i t s  beg in n in g  
o r end a s  th e  f i r s t  s tro p h e .
The second group o f l in e s  b eg in n in g  " 'T i s  d eep e r, sw ee te r . . . "  
goes back  to  th e  s h o r t  descending c a d e n t ia l  f ig u r e  on th e  words "Then 
s le e p , s le e p  d ear"  (m easures 8 and 9) a s  i t s  so u rce . The slow ly  
descending  l i n e  th a t  was so a p p ro p r ia te  f o r  th e  e x p re ss io n  o f f a l l i n g  
to  s le e p  a ls o  b r in g s  o u t th e  m eanings o f "d eep er"  and " sw e e te r ."  Next 
i s  h eard  th e  f lo u r i s h  w ith  th e  words "Than on a  ro se  bank" (m easures 
61 and 62) and a g a in  th e  r e p e t i t io u s  r e c i t i n g  s ty le  a p p ro p r ia te ly  w ith  
th e  words "To l i e  dreaming w ith  fo ld e d  eye" (m easures 62 th rough  6 6 ). 
B esides r e f l e c t i n g  th e  meaning o f  th e  t e x t ,  th e  m u sica l s e t t in g  f o r  
th e se  th r e e  l i n e s  p ro v id es  u n ity  in  th e  m elodic m a te r ia l  used and 
c o n tr a s t  in  th e  o rd e r  and to n a l  o rg a n iz a t io n .
F in a l ly ,  i n  th e  l a s t  th re e  l i n e s  beg inn ing  "And th en  a lo n e  . . ."  
th e  s lo w ly  descend ing  c a d e n t ia l  f ig u r e  p re v io u s ly  heard  in  m easure 56 
th rough  59, a t  th e  words " ’T is  d e ep e r, sw ee te r"  re p la c e s  th e  r e c i t i n g  
s ty l e  which was a  common p a r t  o f th e  p reced in g  s e t t i n g .  The r e c i t i n g  
s ty l e  i s  e s s e n t i a l l y  s t a t i c  and d ec lam ato ry . S ince  h e re  we approach  
th e  clim ax o f  th e  com position , movement i s  c a l le d  f o r .  The descend ing  
th re e -n o te  f ig u r e  i s  sequenced upward u n t i l  i t  reach es  th e  h ig h  p o in t  
i n  m easure 79, where a  long  sca le w ise  d e scen t b eg in s  th a t  sym bolizes 
d e a th , a lo n e  in  th e  s t a r - l i t  e a s te rn  sky . A lthough th ey  a re  c lo s e ly  
r e l a t e d ,  th e  melody o f t h i s  f i n a l  s e t t in g  o f th e  p h ra se  " In  e a s te rn  
sky" i s  expansive  in  com parison to  th e  e a r l i e r  s ta tem en t a t  th e  end
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o f  th e  f i r s t  s tro p h e  (m easures 29 and 3 0 ) . S ig n i f ic a n t ly ,  th e  l a s t  
melody makes a g re a t  e f f o r t  to  sweep upward as  though to  g e t away, b u t 
th en  f a l l s  back to  where i t  began. The e a r l i e r  s e t t in g  in  m easures 
29 and 30, a c tu a l ly  d id  escape from i t s  o r ig in  and w ith o u t such e f f o r t .  
The f i n a l  m elod ic  p h ra se  i s  an augm entation  of th e  f lo u r i s h  in  m easure 1.
Rhythm, M eter, and Tempo
Subdued rhythm ic c h a r a c t e r i s t i c s  enhance th e  poem 's so lem n ity . 
The e n t i r e  s e t t in g  moves q u i te  s lo w ly . I t  b eg ins w ith  a  m odera te ly  
slow  tempo ( J =  c a . 52 ). In  th e  second s tro p h e , as  th e  p o e t p re s e n ts  
d ea th  a s  a  "cu re "  f o r  th e  p a in  o f  lo v e , th e  tempo in c re a s e s  s l i g h t l y  to  
J= c a . 60. F in a l ly ,  as  th e  d irg e  d e sc r ib e s  th e  lo v e r s ' reu n io n  fo llo w ­
in g  d e a th , th e  tempo d ecreases  to  i t s  s lo w est pace , J ,=  c a . 44. In  th e  
f i r s t  s t ro p h e , th e  s e t t in g  moves b a s ic a l ly  in  e ig h th  n o te s  e i t h e r  in  
th e  v o ic e  (m easure 1) o r  th e  p iano  (m easures 2 and 3 ) ,  b u t r a r e ly  
s im u lta n eo u s ly . I n  th e  f i r s t  p a r t  o f  th e  s tro p h e  th e  p iano  i s  q u i te  
a c t iv e ,  more so th a n  th e  v o ic e , u n t i l  we approach th e  end of th e  s tro p h e . 
As though obeying th e  command o f th e  t e x t  in  m easures 19 th rough  21,
"L ie  s t i l l  and deep, sad s o u l ,"  th e  p ian o  alm ost ceases  to  move, l e t t i n g  
th e  v o ic e  f i n i s h  th e  s tro p h e .
There i s  some c o n tr a s t  betw een th e  m e tr ic a l  c h a ra c te r  o f  th e  
f i r s t  and second s tro p h e s . The f i r s t  s tro p h e  i s  s e t  in  3 /4  m ete r 
th ro u g h o u t ex cep t f o r  th e  p e n u ltim a te  m easure in  7 /8 . The second 
s tro p h e , on th e  o th e r  hand, changes m ete rs  f re q u e n tly  u n t i l  th e  l a s t  
fo u r te e n  m easures which a re  a l l  in  1 2 /8 . B efore t h a t ,  however, from
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m easures 31 th rough  79, th e re  a r e  tw enty-tw o m eter changes, an average  
o f one n e a r ly  every  two m easures. This m e tr ic a l  i n s t a b i l i t y  r e f l e c t s  
th e  i n s t a b i l i t y  o f th e  te x t  in  d is c u s s in g  th e  s u b je c t o f d e a th  as a 
c u re  f o r  lo v e ’s  p a in . F in a l ly ,  when th e  po e t a ccep ts  d ea th  a s  th e  
on ly  p o s s ib le  way to  meet h is  beloved among th e  s t a r s  in  e a s te rn  sky , 
th e  m eter becomes s ta b l e  and th e  rhythm ic a c t i v i t y  i s  slow er and more 
r e g u la r .
T ex tu re : Harmony and C oun terpo in t
The th in  and w idely  spaced te x tu re  c o n tr ib u te s  to  th e  s e t t i n g 's  
dynam ically  subdued s t y l e ,  w hich in  tu rn  enhances th e  poem 's so lem n ity .
A lthough th e  s e t t in g  in c lu d e s  some c o u n te rp o in t, homophony i s  
predom inant. I t  should  be f u r th e r  p o in te d  ou t th a t  p assag es  which 
in c lu d e  c o n tra p u n ta l e lem ents occur m ostly  in  th e  f i r s t  s tro p h e . As 
th e  p o e t a cc e p ts  d ea th  as  th e  only  answer in  th e  second s tro p h e , th e  
s e t t i n g  becomes p ro g re s s iv e ly  more homophonie and s u s ta in e d .
An example o f a  b a s ic a l ly  c o n tra p u n ta l p rocedure  used  in  a 
homophonie c o n tex t occurs in  m easures 68 through 76 (Example 5 0 ). The 
example a ls o  i l l u s t r a t e s  m o tiv ic  developm ent of th e  m elodic fragm ent 
f i r s t  heard  in  m easures 7 and 8 . In  th e  i l l u s t r a t i o n  below , th e  m otive 
i s  p re se n te d  im i ta t iv e ly  in  o r ig in a l  form in  th e  v o ic e  and p iano  r i g h t  
hand , a g a in s t  th e  in v e r te d  v e rs io n  of th e  m otive in  th e  l e f t  hand. 
However, because o f  o c tave  d isp la ce m e n ts , in te r r u p t io n s ,  and a  la c k  of 
s u s ta in in g  power in  th e  p ia n o , th e  c o n tra p u n ta l in te r p la y  o f  p a r t s  i s  
r a th e r  d i f f i c u l t  to  fo llo w . As i l l u s t r a t e d  in  th e  example below , th e  
m otive appears  as fo llo w s:
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(a) m otive in v e r te d ,  beg inn ing  on B - f l a t ,
(b) m otive beg in n in g  on G,
(c) m otive im ita te d  in  v o ice  l i n e ,  b eg inn ing  on A,
(d) m otive im ita te d  in  p ian o , beg inn ing  on B,
(e) m otive in v e r te d ,  beg inn ing  on D.
Example 50. " I f  Thou W ilt Ease Thine H e a r t ,"  m easures 68-76 w ith
m otives i d e n t i f i e d .  C opyright 1971 by Boosey & Hawkes, In c .
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J u s t  as  n e ig h b o rin g  tones a re  prom inent th roughou t th e  song in  
th e  m elody, so th ey  a re  a  lo g ic a l  p a r t  of th e  harmony. M easures 54 and 
55, a re  an example o f slow  harmonic rhythm in  which a  sim ple  E-G-B t r i a d  
i s  o u tl in e d  in  th e  p iano  l e f t  hand w h ile  th e  r i g h t  hand p lay s  u n reso lved  
upper and low er n e ig h b o rin g  to n e s . In  th e  example below , some tones a re
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enharm onically  r e s p e l le d  and r e s o lu t io n s  o f th e  n e ig h b o rin g  to n e s , which 
a re  n o t in  th e  song , a re  in c lu d ed  ( id e n t i f i e d  w ith  an x) so th a t  th e  
harmonic s im p l ic i ty  o f th e  p assage  can be r e a l iz e d  (Example 5 1 ).
Example 51. " I f  Thou W ilt Ease Thine H e a r t ,"  m easures 54-55, p iano  only  
w ith  enharm onic r e s p e l l in g s  and added r e s o lu t io n s .  C opyright 
1971 by Boosey & Hawkes, In c .
-J-
An example o f s t a t i c  melody w ith  moving harmony occu rs  in  
measures 6 to  9 . T his p assag e  moves toward th e  g o a l o f an  A-C-E t r i a d ,  
which i s  marked w ith  x ’s in  th e  example below . This t r i a d  on A i s  
suggested  by th e  prom inence o f th e  r e c i t i n g  to n e  on A, b u t w h ile  th e  
r e c i t in g  to n e  rem ains th e  same, th e  harmony moves, m ain ly  th rough th e  
use  o f  nonharm onic to n es  to  th e  consonant g o a l o f A-C-E a t  th e  end of 
m easure 8. I t  i s  n ev er reach ed , however, because  by th e  tim e th e  v o ic e  
a r r iv e s  a t  E, th e  accompaniment has a lre a d y  moved on to  th e  n ex t chord , 
C-E-G.
118
Example 52. " I f  Thou W ilt Ease Thine H e a r t ,"  m easures 6 -9 . 
1971 by Boosey & Hawkes, In c .
Copyright
pjl------------# --- -----------# —« -----p ---- p, J ------------------- -----------------
û f  tov t  a n d  
J r r c -
a /
- W
/ i H  s m o r t j  ThensJeep^ s  leef),
û  I J CT.£r
1............ :  =
1 J  "J  f - - - 1
- i —
L p z ----------
------ ------------ «r-V---- W -----------------
The passage  in  m easures 42 th rough  48, i l l u s t r a t e s  fo u r  composi­
t i o n a l  p ro ced u res  used by B inkerd in  t h i s  song: (1) c lu s t e r  harm onies,
(2) im i ta t io n ,  (3) d e ce p tiv e  r e s o lu t io n s ,  (4) o v erlap p in g  p h ra s e s . In  
m easures 42 and 43, c lu s t e r  harm onies o f B-C-D^-E^ r e f l e c t  th e  s tep w ise  
movement o f th e  melody and t h e i r  h a rsh  d isso n an ce  r e p re s e n ts  th e  "sm art 
o f lo v e ."  In  m easures 45 and 46, th e  upper p a r t  in  th e  p ian o  im i ta te s  
th e  f i n a l  fo u r  n o te s  of th e  p reced in g  v o c a l l i n e ,  b u t in  C -m inor.
Because of t h i s  im i ta t io n  in  C-m inor, th e  ea r  expec ts  to  h e a r  a  C-minor 
harmony in  m easure 46; however, B inkerd d e c e p tiv e ly  re s o lv e s  to  an 
E - f l a t  m ajor t r i a d .  Below t h i s  t r i a d  in  th e  p iano  l e f t  hand , an 
A -n a tu ra l ,  which i s  th e  f i r s t  n o te  o f th e  n ex t p h rase  and th e  f i f t h  in  
a  D-m ajor t r i a d ,  o v e rla p s  w ith  th e  l a s t  n o te s  o f th e  p rev io u s  p h ra se  
(Example 5 3 ) .
Example 53. " I f  Thou W ilt Ease Thine H e a r t ,"  m easures 42-48. 
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Both b im o d a lity  and biharm ony appear in  m easures 10 through 16. 
In  t h i s  p a ssa g e , th e  b a ss  l i n e  i s  in  D-m ajor. However, in  m easures 10 
and 11, th e  o th e r  p a r t s ,  and p a r t i c u l a r i l y  th e  v o c a l l i n e  s tro n g ly  
su g g es t D -m inor. In  m easures 12 th rough  16, th e  t o n a l i ty  o f  C-major 
in  th e  o th e r  p a r t s  sounds a g a in s t  D-major in  th e  b a ss  l i n e .
D e sp ite  un reso lv ed  d isso n an ces  in  c lu s t e r  ch o rd s , b im o d a lity  
and b ih a m o n y , t o n a l i t i e s  em erge, p a r t i c u la r ly  through th e  predom inant 
v o c a l l i n e .  The e n t i r e  f i r s t  s e c t io n  i s  in  D, sometimes m ajor (measures 
6 th rough  9 ) ,  m inor (m easures 10 and 11, and 19 through 3 0 ), o r D orian 
(m easures 4 through 6 and 12 th rough  1 6 ). The f i r s t  p a r t  o f th e  second 
s tro p h e  (m easures 37 through  51) seems to  be in  C-major m odulating to
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C - f la t  (=B-major and m inor) in  measure 56 and ex tend ing  to  m easure 66. 
The end o f th e  second s tro p h e , m easure 70 to  th e  end, seems to  be in  
D-major (m easures 70 th rough  7 3 ), B-rainor (m easures 75 th rough  77 ), 
D-minor w ith  ch rom atic  a l t e r a t i o n s  (m easures 79 through  8 8 ), and ending 
w ith  a  t i e r c e  de P ic a r d ie .
Being a  d irg e ,  th e  t e x t  len d s  i t s e l f  w e ll to  m u sica l s e t t in g .  
B inkerd has a r t i s t i c a l l y  r e f le c te d  th e  poem 's su s ta in e d  so lem nity  in  a 
m u sica l s e t t in g  th a t  i s  dynam ically  subdued and u n h u rr ie d .
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9. "The Wishing Caps'*
L i f e 's  a l l  g e t t in g  and g iv in g ,
I 'v e  on ly  m yself to  g iv e .
What s h a l l  I  do f o r  a  l iv in g ?
I 'v e  only  one l i f e  to  l i v e .
End i t ?  I ' l l  n o t f in d  a n o th e r .
Spend i t ?  But how s h a l l  I  b e s t?
Sure th e  w ise  p la n  i s  to  l iv e  l ik e  a  man 
And Luck may look  a f t e r  th e  r e s t !
L argesse! L a rg esse , Fortune!
Give o r h o ld  a t  your w i l l .
I f  I 'v e  no c a re  f o r  F o rtu n e ,
F o rtune  must fo llo w  me s t i l l .
Bad Luck, she i s  n ev er a  lad y  '
But th e  commonest wench on th e  s t r e e t .
S h u f f lin g , shabby and shady.
Shameless to  pass  o r m eet.
Walk w ith  h e r  once — i t ' s  a  weakness!
Talk’ to  h e r  tw ice  — i t ' s  a  crim e!
T h ru st h e r away when she g iv es  you "good day"
And th e  besom w o n 't board you nex t tim e .
L argesse! L a rg esse , F ortune!
What i s  Your L ad y sh ip 's  mood?
I f  I 'v e  no c a re  f o r  F o rtu n e ,
My F o rtune  i s  bound to  be good!
Good Luck she i s  never a lady  
But th e  cu rsed e s t  quean a l iv e !
T r ic k sy , w incing and ja d y .
K i t t l e  to  le ad  o r d r iv e .
G reet h e r  — s h e 's  h a i l in g  a  s tra n g e r !
Meet h e r  — s h e 's  busking  to  le a v e .
L et h e r a lo n e  f o r  a  shrew to  th e  bone.
And th e  hussy  comes p lu ck in g  your s lee v e !
L argesse! L a rg esse , F ortune!
I ' l l  n e i th e r  fo llo w  nor f l e e .
I f  I  d o n 't  run a f t e r  F o rtu n e ,
F o rtune  must run a f t e r  me!^
In  t h i s  poem, Rudyard K ip lin g  (1865-1936) dem onstrates h is
ty p ic a l ly  r o l l i c k in g ,  c a re f r e e  s t y l e .  "The W ishing Caps" i s  th e  only
Binkerd song w ith  a K ip lin g  t e x t .  I t  s e t s  a mood no t p re v io u s ly
R u d y ard  K ip lin g , Rudyard K ip lin g 's  Verse (Garden C ity , NY: 
Doubleday and C o ., I n c . ,  1940), pp. 630-31.
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encountered  in  B in k e rd 's  songs, f o r  whereas th e  song most a k in  in  s p i r i t ,  
"The F a ir  M orning," i s  g e n e ra lly  exuberan t w ith  b r i e f  moments o f re v e re n t  
co n tem p la tio n , "The W ishing C aps," which in c lu d e s  some r ib a ld  m etaphors, 
i s  c a r e f r e e  and l ig h t - h e a r te d  th ro u g h o u t. In  t h i s  K ip lin g  poem, th e  
enduring  p h ilo sophy  th a t  c o n s id e rs  fo r tu n e -se e k in g  a  f u t i l e  p u r s u i t  i s  
taken  a s te p  f u r th e r  w ith  th e  b e l i e f  th a t  good fo r tu n e  w i l l  come in  due 
tim e to  th o se  who se e  to  t h e i r  d a i ly  ta s k s .  Or, to  p a ra p h ra se  th e  poem, 
i f  one does n o t ru n  a f t e r  fo r tu n e , fo r tu n e  w i l l  in  due tim e f in d  th e  
p e rso n .
The poem i s  in  th r e e  s ta n z a s , each o f which view s fo r tu n e  from 
a  p a r t i c u la r  p e r s p e c t iv e .  In  th e  f i r s t  s ta n z a , K ip lin g  p roposes th a t  
a s  a  man d ec id es  h i s  l i f e ’s work, h is  prim ary  purpose shou ld  be to  " l iv e  
l i k e  a  man" and l e t  lu c k , which K ip lin g  th in k s  o f a s  fem ale  and f i c k l e ,  
" look  a f t e r  th e  r e s t . "  The second s tan z a  m e ta p h o ric a lly  compares bad 
lu ck  to  a common wench ("besom "), who i s  to  be  th r u s t  away. In  th e  th i r d  
s ta n z a , th e  p o e t a ls o  compares good lu ck  to  an immoral woman ("q u e an "), 
who i s  to  be l e f t  a lo n e . Bad lu ck  i s  " s h u f f l in g ,  shabby and shady"; 
good lu ck  i s  " t r i c k s y ,  w incing  and ja d y ."  Both, he p re te n d s , a re  
u n a t t r a c t iv e  and d eg rad in g , b u t he wants them to  ru n  a f t e r  him , n e v e r th e ­
l e s s .  As an e x p re ss io n  o f th e  l a t e  n in e te e n th -c e n tu ry  B r i t i s h  gen tlem an’s 
s tu d ie d  n o n ch alan t p o se , t h i s  poem i s  p e r f e c t .  A ll  th in g s  come to  him 
who w a its .
The poem i s  s im i la r  in  form to  th e  b a l la d e , which norm ally  
c o n s is ts  o f th r e e  o c tav es  ( e ig h t - l in e  s ta n z a s )  fo llow ed  by a f o u r - l in e  
envoy— a s o r t  o f c o n c lu s io n . K ip lin g , however, p la c e s  an envoy a t  th e  
end o f each o c tav e  so th a t  each s ta n z a  in c lu d e s  tw elve  l i n e s .  Thus,
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th e  envoy s e rv e s  as  a  v a r ie d  r e f r a i n  to  each s ta n z a . The f i r s t  l in e s  o f 
th e  r e f r a in s  a r e  i d e n t i c a l— "L argesse! L a rg e sse , F o r tu n e !"—and the  
rem ain ing  l in e s  a re  o f th e  same s t r u c tu r e  and tho u g h t a lth o u g h  th e  words 
may d i f f e r .  As d isc u sse d  below , B inkerd m u s ic a lly  d is t in g u is h e s  the  
r e f r a in s  from th e  o c tav e  of each s ta n z a .
Form
B inkerd has s e t  th e  e n t i r e  poem to  m usic in  a  form s im ila r  to  
th e  m ed ieval F rench B a lla d e , b u t w ith  im p o rtan t d i f f e r e n c e s .  The 
m edieval form  was sm a ll—a  ty p ic a l  s ta n z a  c o n s is te d  o f s ix  l in e s  which 
w ere s e t  to  m usic a s  c o u p le ts  in  th e  fo llo w in g  d e s ig n ; a  a  b .  Each 
s ta n z a  o f th e  B a llad e  u sed  th e  same m usic . In  B in k erd ’s s e t t i n g ,  each 
s ta n z a  i s  through-com posed so t h a t  th ey  do n o t e x h ib i t  th e  i n te r n a l  
r e p e t i t io u s  scheme o f th e  m edieval B a lla d e . The a a  b d e s ig n  i s  
r e f l e c te d  in  th e  r e la t io n s h ip s  o f th e  s tro p h e s . The second s tro p h e  i s  a 
c lo se  v a r ia n t  o f  th e  f i r s t  w h ile  th e  th i r d  c o n s is ts  o f new o r thorough ly  
reworked m a te r ia l  from th e  f i r s t  two s ta n z a s .  Thus th e  o v e r a l l  s ta n z a ic  
form o f B inkerd*s s e t t i n g  i s  A A’ B, a s  shown in  th e  fo llo w in g  f ig u r e .
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Figure 15. Musical and Poetic Form of "The Wishing Caps."
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Coda 303-323 L ines 11-12
A lthough th e  f i r s t  two s tro p h e s  u se  e s s e n t ia l ly  th e  same m usic, 
th e re  a re  s u b t le  d if f e r e n c e s  in  d e t a i l .  The l a s t  s ix  l in e s  of th e  second 
s tro p h e , b eg in n in g  w ith  "T hrust h e r  away" in  l i n e  7 (measure 146 ), i s  
a b ru p tly  th r u s t  o n e -h a lf  s te p  h ig h e r th an  th e  co rrespond ing  l in e s  o f 
s tro p h e  1 . T h is unexpected s h i f t  upward n o t only i l l u s t r a t e s  " th r u s t in g
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aw ay,” b u t a ls o  I n te n s i f i e s  th e  e x p re ss io n  of the  second s tro p h e , espe­
c i a l l y  i t s  r e f r a i n .  A nother, more s u b t le  v a r ia t io n  occurs in  the  accom­
panim ent to  th e  r e f r a in s ,  m easures 64 th rough  86 and 161 through 183.
The chords in  th e  r ig h t  and l e f t  hands o f th e  f i r s t  s tro p h e  a re  re v e rse d  
in  th e  second s tro p h e . I t  i s  a  s u b tle  change, p robab ly  u n d is c e rn ib le  to  
most l i s t e n e r s ,  which h e lp s  to  c re a te  th e  im pression  of en d less  m usica l 
v a r ie ty  i n  B inkerd ’s m usic.
B inkerd m u s ica lly  s e t s  o f f  th e  f i n a l  p o e tic  s ta n z a  w ith  changes 
in  melody, harmony, and te x tu r e .  In  so do ing , he d e p ic ts  th e  c o n sta n t 
p u r s u i t  o f e lu s iv e  fo r tu n e .
The p iano  p lay s  a v i t a l  r o le  in  th e  d e l in e a t io n  o f th e  form of 
t h i s  song. A seven-m easure in tro d u c tio n  w ith  i t s  th in ,  tw o -p a rt te x tu re  
and rhythm ic a c t i v i t y  s e ts  th e  r o l l i c k in g  mood o f th e  song. Follow ing 
th e  f i r s t  s ta n z a , a r e t r a n s i t i o n  le a d s  to  s ta n z a  2 which i s  s e t  to  
music s im ila r  to  th a t  of th e  f i r s t  s ta n z a . Follow ing th e  second s ta n z a , 
a  p iano  t r a n s i t i o n  le ad s  in to  th e  new m u sica l m a te r ia ls  of s tan z a  3 . 
F requent so lo  p iano  passages and b r i e f  in te r j e c t io n s  p u n c tu a te  te x tu a l  
p h ra ses  and m a in ta in  th e  s e t t i n g 's  in te n s e  rhythm ic a c t i v i t y .
Rhythm, M eter, and Tempo
The p o e tic  theme of th e  p u r s u i t  o f f o r tu n e 's  e lu s iv e  fav o rs  i s  
m irro red  in  th e  s e t t i n g 's  h ig h ly  i n t r i c a t e  and a c t iv e  rhythm s. The v o ic e  
l i n e  and p iano  p a r t  f re q u e n tly  a re  syncopated  a g a in s t  th e  m e tric  p u lse  
and a g a in s t  each o th e r ,  th u s  c re a t in g  a rhythm ic a g i l i t y  and u n p re d ic ta ­
b i l i t y .  Rhythmic energy g en era ted  by sy n co p a tio n s , su sp en sio n s, and 
d isp la c e d  a c c e n ts  i s  f u r th e r  in te n s i f i e d  th rough a l le g ro  and p re s to  tempos.
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The song b eg in s  m odera te ly  f a s t  ( J . =  60) and ends tw ice  as f a s t  
( J, = 120). C o n tra d ic tin g  th e  n o n chalan t facade  co n ju red  by K ip lin g , 
B inkerd t e l l s  us th a t  one must indeed  run  f a s t e r  and f a s t e r  a f t e r  fo r tu n e . 
W ithin  th e  song, tempo changes a re  h e ld  to  a  minimum f o r  maximum d ram atic  
im pact. In  th e  f i r s t  two s tro p h e s , th e  r e f r a in s  a re  alm ost h a l f  ag a in  
as f a s t  as th e  o c ta v e s ; th en  th e  e n t i r e  l a s t  s tro p h e  i s  tw ice  as  f a s t  as  
th e  f i r s t  o c ta v e s . B inkerd makes h is  e f f e c t s  w ith  a  few b ig  tempo 
changes r a th e r  th an  s e v e ra l  sm a lle r  ones. This tech n iq u e  a llow s th e  
n a tu r a l  momentum of th e  song to  become se c u re ly  e s ta b lis h e d  a t  each new 
le v e l  b e fo re  moving ahead o r te m p o ra rily  dropping back . There i s  no 
sen se  o f h e s i t a t io n ,  on ly  a  s te a d y  forw ard d r iv e .
The e n t i r e  song i s  in  t r i p l e  m e te r. I t  b eg in s  in  3 /4  where i t  
rem ains w ith  alm ost no change u n t i l  th e  th i r d  s tro p h e , where B inkerd 
changes th e  n o ta t io n ,  perhaps because o f th e  speed . At m easure 245, he 
changes from m easures o f 3 /4  m eter to  m easures o f 6 /8  and 9 /8  in  which 
one b e a t ( J.) eq u als  one m easure o f th e  p rev io u s  3 /4  ( c J .) . The change 
i s  p u re ly  n o ta t io n a l  and th e  e a r  d e te c ts  no s h i f t .
In  s ty l e  th e  song co rresponds to  an in s tru m e n ta l scherzo  w ith  i t s  
th in  te x tu r e ,  a c t iv e  rhythms and t r i p l e  m e te r. However, th e  rhythm ic 
a c t i v i t y  i s  n o t as  r e g u la r  as  in  B eethoven 's  o r M endelssohn 's conven­
t io n a l  s c h e rz o s . By fre q u e n t changes o f p a t te r n s ,  i r r e g u la r  use  of r e s t s ,  
unexpected com binations o f s h o r t  and long n o te s , and sy n co p a tio n s ,
B inkerd c re a te s  a  c o n s ta n tly  moving rhythm b u t w ith  s h i f t in g  a c c e n ts , 
and unexpected b u t s h o r t - l iv e d  slow-downs, speed -ups, and b lan k  sp aces .
For example, th e  f i r s t  e n try  o f th e  v o ice  in  m easures 8 through  11,
127
c re a te s  th e  fo llo w in g  d e c e p tiv e ly  s im p le , com posite rhythm w ith  th e  
accompaniment :
I J J J I J J l J  Sti / n i J J J l
e tc .  The i r r e g u la r  manner in  which th e  n o te s  a re  d i s t r ib u te d  between 
the  v o ic e  and th e  two hands o f th e  accompaniment, however, adds a  touch 
of th e  g ro te sq u e  to  th e  e s s e n t i a l l y  sim ple  rhythm . O ther p a t te r n s  a re  
q u ite  s tra ig h tfo rw a rd  and unco m p lica ted , as  in  m easures 14 th rough  17, 
32 through  34, 37 th rough  39, and 46 through 49. The c o n s ta n t s h i f t in g  
of a cc e n ts  and change of rhy thm ic p a t te r n  i s  b e s t  seen  in  th e  r e f r a i n  
where th e  s in g e r  c a l l s  f o r  "L arg esse"  and "F ortune" and commands them 
to  "Give o r ho ld  a t  your w i l l . "  The f i r s t  s ix  m easures, 64 th rough  69, 
f a l l  in to  groups o f two m easures each fo llow ed by a fou r-m easu re  group, 
m easures 70 through  73, as  fo llo w s :
voiceJ J J J i J J J J J r r
acc.^ PI* r r^ ^rr r r ^ r r ^ Hr rrr rrr rrr
L I
2 + 2 + 2 + 4 
S h o rtly  a f t e r  t h i s  (m easures 78 th rough  82) th e  v o ic e  and b o th  hands o f 
th e  p iano  s h i f t  in to  c o n f l i c t in g  o r  competing dup le  m eters  ( s t i l l  
n o ta te d  in  t r i p l e ) .  In  t h i s  s e c t io n ,  from m easure 78 th rough  82 , th e  
v o ice  rhythm s a re  v a r ia n ts  o f th e  p iano  rhythms o f m easures 64 through  
73 and v ic e  v e r s a ,  a s  fo llo w s :
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voice I \ J J  i J . J  J ! j 1 J i J1
right
hand J J i J J u 11
le f t





The v o ic e  p a r t  a t  th e  beg inn ing  of each s tro p h e  c o n s is ts  of 
s e v e ra l  s h o r t  fragm ents o f i r r e g u la r  le n g th  th a t  move a lo n g  q u ick ly  
u n t i l  th ey  cu lm in a te  in  a lo n g , su s ta in e d  tone  which ends th e  p h ra se , as 
seen a t  th e  v e ry  b eg in n in g  from m easure 8 through  16 (Example 5 4 ).
Example 54. "The W ishing C aps," m easures 8 -16 , v o c a l l i n e  o n ly . Copy­
r i g h t  1971 by Boosey & Hawkes, In c .
Life’s all, a  II
f3 I 3 I
ÿ e t - t i n ^  a n d  ÿ i V ' i n ^ ,  I ’ve. on-Zy my-se/-(j
on-Zy tnV-se/f fe> g /v e , _
Follow ing t h i s  opening p h ra se , th e  fragm ents composing th e  
p h rases  become lo n g e r and more s u s ta in e d  (m easures 23 th rough  33, 40 
th rough  47, 49 th rough  56, and 57 through 63) le ad in g  to  th e  most su s­
ta in e d  and in te n s e  s ta te m e n t in  th e  r e f r a i n .  In  th e  r e f r a i n ,  th e  l in e  
i s  s t i l l  somewhat fragm ented b u t th e  r e s t s  s e p a ra tin g  fragm ents a re  
s h o r t  and lend  a k ind  o f b r e a th le s s ,  i n s i s t e n t  q u a l i ty  to  th e  s ta tem en t
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of th e  t e x t  (m easures 64 th rough  72). The clim ax i s  reached  a t  the  
end o f th e  r e f r a i n  w ith  a lo n g , u n in te r ru p te d  p h ra se  in  dup le  d iv is io n  
o f te n  m easures (78 th rough  8 7 ). M elo d ica lly  t h i s  p h rase  becomes more 
and more r e p e t i t io u s  as th e  th re e -n o te  m otive , A, B - f l a t ,  E - f l a t ,  
becomes dom inant from m easures 64 through  84. The p o e t r e p e a ts  mechan­
i c a l l y ,  a s  though t ry in g  to  convince h im s e lf , t h a t  he has no c a re  fo r  
F o rtune  and th a t  F o rtune  w i l l  fo llow  him s t i l l  (Example 5 5 ).
Example 55. "The W ishing C aps," m easures 64-87, v o c a l l i n e  o n ly . Copy­
r i g h t  1971 by Boosey & Hawkes, In c .
L u r g -  e s s e  ! f o r - i u n z \  f o r ^ t u n d  û - i / e  o r  h o l d  o f  y o u r
7  ̂  b-P- ^ V '
X - Y  I jf: ^ Ito i //.
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ÇoY^iunCt  F tfr- t u n e  w iust nnast fo\~ louJ
$ iP
Jwe s h i l l .
In  th e  th i r d  s to p h e , one h ea rs  a  s im ila r  ty p e  of fragm entary  
and d isco n tin u o u s  l in e s  a t  th e  beg inn ing  which b u i ld  to  lo n g e r , sus­
ta in e d  l i n e s ,  e s p e c ia l ly  in  th e  r e f r a i n .  Some o f th e  p h rases  o f the  
o c tav e  o f  th e  th i r d  s tro p h e  a re  in  a r e c i t in g  s ty l e  such as  those  
p assag es  from m easures 194 th rough  198, and 246 and 247 (Example 5 6 ).
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Example 56. "The W ishing C aps," m easures 194-198, v o c a l l i n e  o n ly . Copy­
r ig h t  1971 by Boosey & Hawkes, In c .
, I’r  " I ; I 'f '  f~ k-
j  i J .  i  J  I  I  I V  - 4  j, ' , ^
Grooà Lack sh î.  tS  tieY~€}r a  la. -  d f
The clim ax o f t h i s  l a s t  s e c tio n  a r r iv e s  in  th e  r e f r a in  where i s  
heard  a  s inuous l i n e  descending  g ra d u a lly  and c h ro m a tic a lly  w ith  th e  
w e ll known "L arg esse , F o rtu n e !"  We th in k  th a t  perhaps th e  young m an's 
id e a s  o f h is  fu tu r e  a re  s e t t l i n g  down to  a  more r e a l i s t i c  a p p ra is a l  of 
p o s s i b i l i t i e s .  But th en  in  th e  coda, th e  l i n e  b eg in s  to  r i s e  ag a in  w ith  
th e  ta n ta l i z in g  and p la in t iv e  s ta tem en t th a t  sounds l i k e  a q u e s tio n — 
"Fortune must ru n  a f t e r  me?"
T ex tu re : Harmony and C ounterpo in t
The s e t t i n g  in c lu d e s  a  wide v a r ie ty  o f changing te x tu re s  which 
e f f e c t iv e ly  se rv e  th e  t e x t .  G enera lly  speak in g , th e  extrem es range from 
monophony and l i g h t  accompaniment n ear th e  beg inn ing  o f s tro p h e s  to  
th ic k  ch o rd a l s t r u c tu r e s  in  th e  r e f r a in s .  In  th e  f i r s t  and second 
s tro p h e s , th e  accompaniment i s  sp a rse  and a t  tim es th e  v o ic e  p a r t  
i s  accompanied only  s p o ra d ic a l ly .  In  e f f e c t  one h e a rs  a  ra p id  and 
i r r e g u la r  a l t e r n a t io n  betw een monophonic and homophonie and polyphonic 
te x tu re s  as in  m easures 8 through  10, 35 through  44 (Example 5 7 ) , 58 
through 61, 105 th rough  107, 131 through 133, 155 th rough  158, and 178 
through 184.
Example 57. "The Wishing C aps," m easures 35-44. C opyright 1971 by 
Boosey & Hawkes, In c .
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i t ?  I l l  no t  f in d  an  .  o t h  .  er .i t  ? E nd
7/ crvac.
i t ?  S p en d I t ?  S p e n d _  i t ?
con yed .
A d d itio n a l extended passages o f  monophony appear in  th e  l a s t  
s tro p h e , m easures 246 and 247, 250 and 251, 258 through 262, and 
e x p e c ia lly  th e  coda, measures 308 through 312, 313 through 316, and 318 
through 320.
At th e  o p p o s ite  extrem e we h e a r a  con tinuous ch o rd a l accompani­
ment f o r  th e  r e f r a i n  o f th e  f i r s t  and second s tro p h e s . The beg inn ing  of 
th e  r e f r a i n  i s  accompanied by s ta c c a to  t r i a d s  in  ro o t  p o s i t io n  (measures 
64 th rough  66, 74 through 76) and second in v e rs io n  (m easures 67 through 
69, and 77) in  a syncopated p a t te r n  d iscu ssed  above. For the  f i n a l  
b rav u ra  s ta tem e n t o f th e  r e f r a in ,  "Fortune must fo llo w  me s t i l l , "  th e  
accompaniment changes to  th ic k  chords th a t  g iv e  im p ressiv e  w eight to  
the  s ta te m e n t.
In  th e  l a s t  s tro p h e , th e  p a t te r n  of te x tu re s  changes b u t th e
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p rocedu re  o f ra p id  change and g re a t  v a r ie ty  s t i l l  h o ld s  t r u e  fo r  th e  
most p a r t .  The f i r s t  p a r t  o f th e  l a s t  s tro p h e  (m easures 184 th rough  244) 
c o n s is ts  o f a n e a r ly  unchanging o s t in a to  in  th e  p iano  l e f t  hand. The 
r i g h t  hand p ro v id es  i r r e g u la r  p u n c tu a tio n  w ith  chords (m easures 199 
through  201), in te r v a l s  (m easures 188, 206, 211 through 213 ), s in g le  
to n es  (m easures 202 through  204 and 218 through 222) o r  r e s t s  (measures 
186 and 187, 189, 195 through  198, 205, 207 and 208, 210, e t c . ) .  The 
so n g 's  most s t r ik in g  and v ig o ro u s  u se  o f p e rc u ss iv e  d isso n an ce  occurs 
h e re  in  m easures 184 through  244. The b ass o s t in a to  i s  met w ith  f r e ­
q u en tly  d is so n a n t p e rc u ss iv e  chords in  th e  p iano  r i g h t  hand. The o s t i ­
n a to , p e rc u ss iv e  d isso n an ce , and d isp la c e d  rhythm ic a c c e n ts  a r e  re m in is ­
c e n t o f S tra v in sk y . From m easures 245 through 268, one h e a rs  a new, 
th ic k e r  o s t in a to  which sometimes a l t e r n a t e s  w ith  th e  v o ic e , sometimes 
accompanies i t .  F in a l ly ,  fo r  th e  r e f r a i n  of th e  l a s t  s tro p h e , one 
h e a rs  an in te r lo c k in g  o r in te r tw in in g  s e r ie s  o f chrom atic  l in e s  slow ly 
descending w ith  th e  v o ic e  as  th e  h a p le s s  young man c a l l s  f o r  "L argesse" 
and "F ortune" f o r  th e  l a s t  tim e . The harm onic movement seems to  d e f la te  
h i s  c a su a ln ess  and h is  s e lf -c o n f id e n c e  making i t  sound l i k e  a  p le a  
r a th e r  than  th e  command which was heard  in  th e  f i r s t  two s tro p h e s .
The coda i s  th e  most s p a r s e ly  accompanied s e c t io n .  I t  c o n ta in s  
more monophonic te x tu re  than  any o th e r  s e c t io n  and i t s  accompaniment, 
when p re s e n t ,  i s  o f th e  l i g h t e s t .
The t e x t ' s  c a r e f r e e  s p i r i t  and ca su a l good humor a re  r e f le c te d  
in  an a c t iv e  v o ic e  l i n e  su p p o rted  and em bellished  by a  v a r ie ty  o f p iano 
f lo u r is h e s  and p e rc u ss iv e  c h o rd a l e f f e c t s .  The p iano  f lo u r is h e s  a re  
sp ice d  w ith  f re q u e n t d is so n a n c e s . R apid ly  running  l in e s  in  th e  p iano
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i n t e r a c t  w ith  each o th e r  and w ith  th e  v o ic e  l i n e  to  g e n e ra te  f la s h e s  o f 
d isso n an ce  which im p art a  r e s t l e s s  forw ard im petus to  th e  m usic.
On th e  o th e r  hand , p e rc u ss iv e  d issonance  o ccu rs  f re q u e n tly  in  
c h o rd a l s t r u c tu r e s .  In  th e  f i r s t  two s e c t io n s ,  f o r  example, the  
r e f r a i n  in c lu d e s  p ro g re s s io n s  o f two t r i a d s  w hich , a lth o u g h  sounded on 
su c c e ss iv e  b e a ts ,  a re  u n ite d  by the  p iano  s u s ta in in g  p ed a l in to  b i to n a l  
s o n o r i t i e s .  The fo r t is s im o  d e s ig n a tio n  and ra p id  tempo enhance th e  
p e rc u ss iv e  e f f e c t .  I l l u s t r a t e d  below, in  m easures 64 th rough  67, th e  
s o n o r i t i e s  a re  as fo llo w s : (1) m easures 64 and 66, D-major and F -sh a rp -
m ajor t r i a d s  to g e th e r  make a  Dy chord w ith  s im u ltaneous p e r f e c t  and 
d im in ished  f i f t h s  and a  m ajor sev en th , (2) m easure 65, B-major and 
F -sh arp -m ajo r t r i a d s  to g e th e r  make a  m ajor n in th  chord on B, (3) 
m easure 67, E-m ajor and E -f la t-m a jo r  t r i a d s  to g e th e r  make a  ha rsh  
d isso n an ce  (Example 5 8 ).
Example 58. "The W ishing C aps," m easures 64-67. C opyright 1971 by 
Boosey & Hawkes, In c .
Lor$-9Sse^ Par -  T u n t  1
I t  i s  i n t e r e s t i n g  to  n o te  th e  harm onic te ch n iq u es  employed in  
th e  above example and fo llo w in g  m easures to  ach ie v e  th e  d e s ire d  
harm onic e f f e c t s  and p re se rv e  a  u n if ie d  sen se  o f movement. From
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m easures 64 th rough  66 and 74 th rough  76, a  common to n e , F -sh a rp , h o ld s  
th e  p ro g re s s io n  to g e th e r .  In  m easures 67 th rough  70, th e  chord p ro ­
g re s s io n s  a r e  ch rom atic  w ith  no common to n e s . In  m easures 70 through 
73, th e  p ro g re s s io n  o f p a r a l l e l  s ix th s  in  th e  p i a n i s t ’s r ig h t  hand i s
u n if ie d  by th e  p ed a l in  th e  l e f t  hand. F in a l ly ,  i n  m easures 78 through
b81, th e  p ro g re s s io n  i s  o rdered  by means o f a  w ho le-tone  s c a le ,  b - c - d - e -  
f# -a ^  (low er to n es  in  p iano  r ig h t  h a n d ), which c o n tro ls  the  ro o t  r e l a ­
t io n s h ip s  o f th e  m ajor and minor t r i a d s  i n  th e  r i g h t  and l e f t  hands.
Thus i n  th e  s h o r t  space  of e ig h te e n  m easures B inkerd employs fo u r 
d i f f e r e n t  p r in c ip le s  o f ch o rd a l o rg a n iz a tio n . T h e re fo re , to  th e  
k a le id o sc o p ic  v a r ie ty  o f te x tu r e ,  m elody, and rhythm , one must add 
harm onic p ro g re s s io n .
As in  most o f B inkerd ’s so n g s, th e  v o ic e  p a r t  i s  c a s t  q u ite  
s e c u re ly  in  a  key in  th e  t r a d i t i o n a l  s e n se . Around i t  th e  p iano  adds 
a v a r ie ty  o f c o lo r in g  ch o rd s , a l t e r e d  ch o rd s , p o ly to n a l chords and 
d is so n a n t chords which tend  to  obscure  th e  to n a l  c e n te r  of th e  v o ic e  
p a r t  ex cep t a t  cadences where i t  i s  le s s  obscu re  th a n  u su a l.
The p r in c ip le  key th a t  governs most o f th e  song from th e  
b eg in n in g  of th e  v o ic e  p a r t  to  j u s t  b e fo re  th e  f i n a l  r e f r a in  i s  G, 
w ith  modal v a r ia t io n s  o f s e v e ra l  k in d s . In  t h i s  a n a ly s is ,  one must 
remember t h a t  each of th e  tones o f th e  o r ig in a l  s c a le  of G and 
e s p e c ia l ly  th e  a l t e r a t i o n  can be s p e l le d  en h arm o n ica lly . Thus, th e  
P hryg ian  second can be G -sharp , th e  A eo lian  th i r d  and s ix th  can be 
A -sharp  and D -sharp , th e  Lydian fo u r th  can be D - f la t  and th e  le ad in g  
to n e  can become G - f l a t .  Most o f th e se  p o s s i b i l i t i e s  a re  r e a l iz e d  in  
th e  co u rse  o f th e  song.
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At th e  b eg in n in g , th e  v o ic e  beg ins sim ply on th e  dominant of G and u ses  
a sim ple to n a l  scheme fo r  th e  f i r s t  f iv e  m easures where th e  only  depar­
tu re  from t r a d i t i o n  i s  th e  use o f f i r s t  a m inor th i r d  (measure 10) and 
then  a m ajor th i r d  (measure 14). Then, fo llo w in g  in  m easures 13 and 14, 
i s  a b r i e f  m odula tion  to  th e  Phrygian mode on E. Then comes th e  main 
q u e s tio n , "What s h a l l  I  do fo r  a l iv in g ? "  B inkerd s e t s  t h i s  sim ply in  
G (m easures 23 th rough  2 5 ), then p ro v id es  a  v a r ie ty  o f  m elodic s ty le s  
f o r  th e  v a r ie ty  o f answ ers the  young man a r r iv e s  a t .  F i r s t  he r e p l ie s
to  h im se lf  th a t  he "has on ly  one l i f e  to  l i v e . "  Here th e  l in e  r i s e s
slow ly  and c h ro m a tic a lly  to  a  h igh  p o in t on D -sharp and E - f l a t .  The 
modal a l t e r a t i o n s  in  t h i s  l in e  a re  th e  Lydian fo u r th  and A eolian  s ix th .  
H is n ex t re p ly ,  "End i t ?  I ' l l  n o t f in d  an o th e r"  i s  a sweeping d ia to n ic
l i n e  in  G m ajor which descends from d ' to  d , th en  ascends back to  d ' ,
th e  dom inant. Then he q u e r ie s , "Spend i t ? "  Here th e  l in e  becomes
h ig h ly  d is ju n c t  and moves s e q u e n tia l ly  up a th i r d  and down a f i f t h
(m easures 40 th rough  43 ). For c o lo r ,  bo th  th e  f i f t h  and th i r d  o f  th e  
key a re  low ered a t  th e  beginn ing  o f  th e  q u e s tio n , th en  ra is e d  a t  the  
end. Then, f o r  th e  n ex t q u e s tio n , "But how s h a l l  I  b e s t? "  B inkerd
w r i te s  an ascend ing  w hole-tone passage (m easures 45 through 47) which
by low ering  th e  second and th i r d  s c a le  deg rees  f i t s  in to  G m ajor.
Thus, th e  v o ic e  l i n e  re p re se n ts  th e  young m an 's quandary as  he approaches 
m a tu r ity  and r e s p o n s ib i l i ty .  The v o ic e  l i n e  l i t e r a l l y  sea rch es  f o r  an 
answ er.
Then comes th e  answ er, "Sure th e  w ise p la n  i s  to  l iv e  
l i k e  a man" w hich i s  s e t  to  a  melody th a t  sim ply sequences down a  h a l f  
s te p  th e  p reced in g  e ig h t m easures. T his tech n iq u e  o f r e p e t i t io n  a t  a
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s l i g h t ly  low er p i tc h  le v e l  makes th e  answer seem b o th  f a m il ia r  and 
re la x e d . But th e  r e la x a t io n  does n o t l a s t  lo n g ; th e  n ex t p h ra se , "and 
lu ck  may look  a f t e r  th e  r e s t , "  beg ins th e  b u ild -u p  th a t  le ad s  d i r e c t ly  
to  th e  h ig h  p o in t o f  th e  s tro p h e , th e  r e f r a in .  The l i n e  r i s e s  in  s h o r t  
th re e -n o te  p a t te r n s  u s in g  c o n s is te n t  a l t e r a t i o n  in c lu d in g  the  lowered 
second and th i r d  so th a t  one a c tu a l ly  h ea rs  a  ch rom atic  l i n e  c a s t  in  a  
d ia to n ic  form (m easures 57 through 63 ). As i l l u s t r a t e d  below (Example 
5 9 ), th e  l i n e  a c tu a l ly  r i s e s  c h ro m a tic a lly  from F -sh arp  (G -f la t)  to  
D - f l a t ,  b u t th e  a c tu a l  ascending movement i s  i n  whole to n e s . This l in e  
i s  a  v a r ia n t  o f  th e  r i s in g  chrom atic l i n e  p re v io u s ly  no ted  in  m easure 
28 th rough  34. One encoun ters  t h i s  k in d  o f l i n e  f r e q u e n tly  throughout 
th e  song in  b o th  ascending  and descending form .
Example 59. "The W ishing C aps," m easures 57-63, v o ic e  l in e  only  w ith
chrom atic  im p lic a tio n s . C opyright 1971 by Boosey & Hawkes, In c .
In  th e  r e f r a i n ,  B inkerd w r ite s  a  r e p e t i t i o u s ,  d is ju n c t  melody 
which se rv es  b o th  a  m u sica l and d ram atic  pu rp o se . M u sica lly , i t  b r in g s  
th e  f i r s t  s tro p h e  to  a  firm  co n clusion  by means o f re p e a te d  c a d e n tia l  
f ig u r e s ,  and d ra m a tic a lly , i t  i l l u s t r a t e s  th e  doubt i n  th e  mind o f th e  
p o e t a s  he s a y s , "L arg esse , FortuneI Give o r  h o ld  a t  your w i l l .  I f  
I 'v e  no c a re  f o r  F o rtu n e , Fortune must fo llo w  me s t i l l . "  The melody 
re p e a ts  th e  same fo u r  n o te s  over and over as  though th e  in experienced
137
young man I s  t ry in g  to  convince h im se lf  by in c e s s a n t r e p e t i t i o n .  The 
rep ea ted  fo u r -n o te  f ig u r e ,  D - f l a t ,  A -n a tu ra l , B - f l a t ,  E - f l a t ,  su g g es ts  
th e  German augmented s ix th  chord and th e  dominant o f  G, as shown in  th e  
fo llow ing  example. The im pression  of th e se  chords i s  re in fo rc e d  by 
much o f th e  p ian o  accompaniment which doub les the  chord to n es  and 
su p p lie s  some o f th e  m issing  to n e s . There a r e ,  however, many non-chord 
to n es  heard  a s  w e ll which somewhat o b scu res the  t r a d i t i o n a l  p ro g re s s io n  
so t h a t ,  s t y l i s t i c a l l y ,  i t  does n o t sound o u t o f p la c e  w ith  th e  r e s t  o f  
the  com position . The f i n a l  r e s o lu t io n  o f t h i s  p ro g re ss io n  i s  r e a l iz e d  
in  th e  p iano  accompaniment a f t e r  th e  v o ic e  has  stopped  s in g in g  (m easures 
90 th rough  92)._
Example 60. "The W ishing C aps," im p lied  chords in  th e  v o c a l l i n e  o f  
m easures 64-67 and 74-80. C opyright 1971 by Boosey & Hawkes, 
In c .
M u sica lly  th e  second s tro p h e  i s  a lm ost id e n t i c a l  to  th e  f i r s t ,  
excep t th a t  th e  second h a l f  (m easures 146 through  184) i s  a  sem i-tone  
h ig h e r . S u rp r is in g ly ,  th e  t r a n s p o s i t io n  does n o t change th e  key c e n te r .  
In  f a c t ,  th e  second h a l f  o f  th e  second s tro p h e  i s  more f irm ly  i n  G th an  
th e  second h a l f  o f  th e  f i r s t .  Because th e  second s tro p h e  i s  more s ta b le  
to n a l ly  th an  th e  f i r s t ,  i t  m ight be  more a c c u ra te  to  say th a t  th e  second 
h a l f  o f th e  f i r s t  s tro p h e  i s  tra n sp o se d  down a  h a l f  s te p .  The second 
s tro p h e  f i t s  b e t t e r  in to  th e  key o f  G because  many o f th e  a l te r n a t io n s  
a re  e lim in a te d  upon t r a n s p o s i t io n .  I t  i s  p o s s ib le  th a t  B inkerd w ro te
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th e  m usic o f  th e  second s tro p h e  f i r s t ,  th en  low ered th e  second h a l f  of 
th e  f i r s t  s tro p h e  f o r  te x tu a l  o r c o l o r i s t i c  re a so n s . The r e f r a in  
e s p e c ia l ly  f i t s  th e  key o f  G more sim ply because th e  dom inant, D, i s  
u n a lte re d  and B inkerd  dw ells  on B - f la t  and B -n a tu ra l  e x te n s iv e ly , which 
su g g es ts  th e  c o n f l i c t  o f G m ajor and m inor heard  th ro ughou t th e  work.
The to n a l  scheme o f th e  th ird  s tro p h e  i s  le s s  u n if ie d  th an  th a t  
o f th e  f i r s t  two s tro p h e s . I t  b eg ins f irm ly  in  B - f la t  w ith  th e  o s t in a to  
p re v io u s ly  d is c u s s e d , which l a s t s  f o r  fo r ty -o n e  m easures. The second 
h a l f  o f t h i s  o s t in a to  (m easures 209 th rough  244) i s  a ls o  r a is e d  a  h a l f  
s te p ,  from B - f la t  and C to  B -n a tu ra l and C -sharp . Thus, B inkerd c a r r ie s  
ou t th e  c o n f l i c t  betw een B - f la t  and B -n a tu ra l t h a t  he emphasized in  the  
r e f r a in  o f  th e  second s tro p h e  and e lsew here.
The th i r d  s tro p h e  i s  dominated by o s t i n a t i  and p ed a l p o in ts .
The o s t in a to  f ig u r e s  from m easures 184 th rough  268 a re  a l l  based on a 
th re e -n o te  f ig u r e  th a t  le a d s  up to  th e  c l im a c tic  v o c a l s ta tem en t of the  
r e f r a in  in  m easure 269. The o s t i n a t i  move g ra d u a lly  upward in  p i tc h .
In  m easure 265, i t  ach iev es  i t s  f i n a l  c h o rd a l shape b e fo re  becoming 
v o ca l in  m easure 269. At t h i s  p o in t ,  as  th e  v o ic e  embarks on th e  
r e f r a in ,  th e  harm onic accompaniment becomes s ta t io n a r y .  One h e a rs  only 
p ed a l p o in ts  fo r  most o f th e  rem ainder of th e  song.
The long  l i n e  from m easures 277 th rough  284, i s  a good example 
o f th e  manner in  which B inkerd s u s ta in s  d is so n a n t te n s io n  fo r  an e n t i r e  
p h ra se , g ra d u a lly  coming to  a  r e s o lu t io n  on a m ajor th i r d  in  m easure 284. 
Both upper l i n e s  descend in  s tag g e red  fa sh io n  so th a t  th e  to n ic  t r i a d  
o f E m ajor i s  n o t reached  in  a l l  v o ic e s  u n t i l  m easure 283. T his phrase  
i s  re p e a te d  to  f irm ly  e s ta b l i s h  E-m ajor.
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In  th e  coda, however, th e  key changes to  C -sharp which i s  e s ta ­
b l is h e d  by re p e a te d  ascend ing  s c a le  p assag es  th a t  ascend from to n ic  to  
dom inant w ith  th e  dom inant degree  em phasized by a r a is e d  fo u r th  (measure 
304 th rough  307, 309 th rough  312, and 314 th rough  319). However, n ear 
th e  end in  m easures 316 and 317, w h ile  th e  v o ic e  s u s ta in s  G -sharp, th e  
p iano  su g g es ts  A a s  a  to n e  o f  r e s o lu t io n .  T h is p o s s i b i l i t y  i s  e s p e c ia l ly  
ap p ea lin g  to  th e  e a r  because th e  v o ic e  l i n e  had ascended n e a r ly  to  A 
and th e  p iano  f ig u r e  descends tow ard i t .  Thus, b o th  p a r t s  seem to  
converge on A. However, no sooner has th e  G -sharp in  th e  v o ic e  re so lv ed  
to  A th an  i t  moves away and comes to  r e s t  on E. The p iano  th en  p lay s  
A-E-A, le a v in g  th e  key in  do u b t. The l i s t e n e r  p ro b ab ly  i s  u n c e r ta in  as 
to  w hether th e  song ended in  E which was so f irm ly  e s ta b l is h e d  a t  th e  
end o f th e  r e f r a in  o r  on A which was em phasized a t  th e  v e ry  end o f  th e  
song. B inkerd p ro b ab ly  w anted to  le a v e  th e  l i s t e n e r  in  doubt because 
th e  t e x t  a t  th e  end p re s e n ts  us w ith  a non s e q u i tu r ; (1) i f  I  d o n 't  
run  a f t e r  F o rtu n e , (2) F o rtu n e  m ust run  a f t e r  me. The co n c lu s io n  d o e s n 't  
n e c e s s a r i ly  fo llo w  from th e  prem ise  and so we a re  l e f t  hazy about the  
to n a l i ty  a t  th e  end o f th e  song.
'^The W ishing Caps" i s  a  ro b u s t ,  v i r i l e  song. I t  i s  a  welcome 
mood which i s  enhanced by th é  d ram atic  m o tiv a tio n  B inkerd has g iven  i t  
th rough  h is  own un ique m u s ica l language .
CHAPTER I I I  
THE SONG CYCLES
I .  SHUT OUT THAT MOON
Shut Out That Moon, composed in  1965, was p u b lish ed  in  1968.
T his c y c le  o f  fo u r  songs was g iven  i t s  f i r s t  perform ance A p ril  9, 1967, 
by s in g e r  D elreen  H a fe n r ic h te r  and Malcom B ils e n , accom panist, a t  th e  
U n iv e rs ity  o f I l l i n o i s .
The fo u r  poems by Thomas Hardy were n o t o n ly  u n re la te d , b u t were 
w r i t t e n  a t  d i f f e r e n t  tim es; however, in  c o n te n t th ey  c o n s t i tu te  a 
sequence in  th e  l i f e  o f a woman who lo s e s  h e r lo v e r .  B inkerd has so 
s e le c te d  and a rran g ed  th e  poems th a t  v a r io u s  in t im a te  concerns and 
f e e l in g s  a re  ex p ressed  in  a  v a r ie ty  of ways. The sequence beg ins in  
"She, to  Him" w ith  th e  woman ex p ress in g  h e r  concern  th a t  an a f f e c t io n  
s t i l l  should  e x i s t  as th e  two age. The second and th i r d  poems, "Shut 
Out That Moon" and "A Bygone O ccasion ,"  ex p ress  th e  b i t te r s w e e t  em otions 
o f fond remembrance and d e sp a ir  as th e  fe a r s  o f  r e je c t io n  in  o ld  age 
a re  r e a l iz e d .  The c lo se  o f  th e  s e t t in g ,  "The R id d le ,"  f in d s  h e r 
em o tio n less  and re s ig n e d  to  f a t e .  According to  th e  composer, th e  c y c le ’ s 
name was tak en  from th e  second poem because i t  seemed th e  most s t r ik in g  
o f th e  fo u r  t i t l e s . ^
B in k e rd 's  s e t t in g s  o f  th e  fo u r poems a re  u n if ie d  by
^Gordon B inkerd , te lep h o n e  in te rv ie w , U rbana, I l l i n o i s ,  
November 4 , 1972.
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s ty l e ,  mood, m e te r , ran g e , t e s s i t u r a  and, to  a  l e s s e r  e x te n t ,  t o n a l i t y .
F urtherm ore, th e  c y c le  In c lu d es  a c y c lic  co n n ec tio n  between th e  f i r s t
and l a s t  songs. The tone  rows In  the  l a s t  song o f th e  c y c le , "The
R id d le ,"  a re  In  p a r t  formed o f m elodic m a te r ia ls  from th e  f i r s t  song,
"She, To Him." These r e la t io n s h ip s  a re  as  fo llo w s:
M elodic m a te r ia ls  o f  R ecurrence In
"She. To Him"________ "The R iddle"
M easures 14-17 , v o c a l l i n e  M easures 21-23, p iano
M easures 1 -4 , v o ca l l i n e  M easures 25-29, v o c a l l i n e
M easures 1 -4 , v o c a l l i n e  M easures 48-51, v o ca l l i n e
M easures 14-18 , v o ca l l i n e  M easures 52-58, v o c a l l i n e
M easures 1 -4 , v o c a l l i n e  M easures 60-63, p iano
In  th e se  m elodic r e la t io n s h ip s  Binkerd has n o t a ttem p ted  to  l in k
to g e th e r  any common words o r moods between th e  two songs, b u t r a th e r
has s tre n g th e n e d  form al u n ity  by u s in g  common m elodic m a te r ia ls  In  the
f i r s t  and l a s t  songs o f th e  c y c le .
Except f o r  th e  second song, "Shut Out That Moon," th e  songs a re
w r i t t e n  In  a so b er and r e f l e c t i v e  mood s u s ta in e d  th roughout by a le g a to
v o c a l l in e  In  dup le  m e te r. "Shut Out That Moon" I s  q u ite  d i f f e r e n t ,
however: I t s  f i r s t  two s tro p h e s  a re  In  a l i g h t ,  s ta c c a to  s t y l e  w ith
f re q u e n tly  changing m e te rs . A ll o f th e  fo u r  songs a re  In  n e a r ly  th e
b"same ra n g e , from  b , c ’ o r  d ' a t  th e  low er extrem e to  g " , a , o r a"  In  
th e  upper ex trem e. The t e s s i t u r a  o f each song l i e s  approxim ately  In  
th e  oc tav e  from e '  to  e " .  The t o n a l i t i e s  o f th e  f i r s t  and l a s t  songs 
a re  g e n e ra lly  based  on E. O therw ise, th e re  a re  a g re a t  many o th e r  
to n a l  c e n te rs  e s ta b l is h e d ,  su g g ested , o r av o id ed . This p r a c t ic e  w i l l  
be d iscu ssed  w ith  th e  In d iv id u a l songs.
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Perform ance of a l l  fo u r songs re q u ire s  approx im ate ly  sev en teen  
m in u tes . The in d iv id u a l  songs r e q u ir e  approx im ate ly  f i v e ,  fo u r  and 
o n e -h a lf ,  th r e e  and o n e -h a lf , and fo u r  m inutes r e s p e c t iv e ly .
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1. "She, To Him"
When you s h a l l  see  me in  th e  t o i l s  o f Time,
My lauded  b e a u tie s  c a r r ie d  o f f  from me.
My eyes no lo n g e r s t a r s  as  in  t h e i r  p rim e.
My name fo rg o t  of Maiden F a ir  and F ree ;
When, in  your b e in g , h e a r t  concedes to  mind.
And judgm ent, though you sc a rc e  i t s  p ro cess  know. 
R e c a lls  th e  e x c e lle n c ie s  I  once en sh rin ed ,
And you a re  irk e d  th a t  they  have w ith e red  so :
Remembering mine th e  lo s s  i s ,  n o t th e  blam e.
That Sportsm an Time b u t r e a r s  h i s  brood to  k i l l .  
Knowing me in  my so u l th e  v e ry  same —
One who would d ie  to  sp a re  you touch  of i l l I  — 
W ill you n o t g ra n t to  o ld  a f f e c t io n ’s c la im  ^ 
The hand o f f r ie n d s h ip  down L i f e ’s s u n le s s  h i l l ?
The t e x t ,  w r i t t e n  by Thomas Hardy in  1866, when he was tw en ty - 
s ix  y e a rs  o f ag e , i s  th e  f i r s t  o f th r e e  d i f f e r e n t  poems w ith  id e n t i c a l  
t i t l e s .  The words o f t h i s  so n n et ex p ress  a  woman’s f e rv e n t  d e s i r e  to  
keep h e r lo v e r ’s a f f e c t io n  and f r ie n d s h ip  a f t e r  tim e has taken  i t s  t o l l  
o f youth  and b e au ty . A lthough th e  poem’s b a s ic  mood has elem ents of 
m elan ch o lia  and fo reb o d in g , i t  la ck s  d e s p a ir ,  f o r  th e  woman’s youth  
and b eau ty  a re  y e t  w ith  h e r .
In  th e  o c ta v e , th e  f i r s t  e ig h t  l in e s  o f t e x t ,  th e  woman i s  
im agining th e  e f f e c t s  fu tu r e  y e a rs  w i l l  have on h e r  p h y s ic a l  appearance 
and th e  r e a c t io n s  o f h e r  lo v e r  to  t h i s  in e v i ta b le  change. Then, in  th e  
f i r s t  fo u r l i n e s  o f  th e  s e s t e t ,  she comes to  h e r d e fe n se , rem inding h e r  
lo v e r  th a t  i t  w i l l  be h e r  lo s s  as w e ll as  h i s ,  and th a t  a lth o u g h  h e r 
b eau ty  w i l l  wane w ith  tim e , she would d ie  to  save  him from " i l l . "  In  
th e  f i n a l  c o u p le t th e  woman h o n e s tly  fa c e s  th e  cause f o r  h e r a n x ie ty .
^Thomas Hardy, C o lle c te d  Poems o f  Thomas Hardy (New York: 
MacMillan C o., 1925)» PP. 11-12 .
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as  she p lead s  f o r  t h e i r  c o n tin u in g  a f f e c t io n  and "The hand o f f r ie n d ­
sh ip  down L i f e 's  su n le s s  h i l l . "
B inkerd has paced th e  song slow ly  so th a t  i t s  perform ance tim e 
ex tends to  app rox im ate ly  f iv e  m in u tes . The p i tc h  range encompasses b 
to  a - f l a t " .  A lthough th e  t e s s i t u r a  l i e s  g e n e ra l ly  in  th e  o c tav e  between 
e '  and e " , s u s ta in e d  and c l im a c tic  v o ca l passag es  around g" and a - f l a t "  
occur a t  key p h ra ses  o f th e  t e x t :  "R ec a lls  th e  e x c e l le n c ie s ,"  "knowing
me in  my so u l th e  v e ry  sam e," and " th e  hand o f  f r ie n d s h ip  . . . "
Form
The fo rm al s t r u c tu r e  resem bles an a rch  form : a  b c  b a '  (+b’)
Coda. Follow ing th e  r e tu r n  to  theme "a" i s  a  b r i e f  r e tu r n  o f "b" and a 
codai There e x i s t s  an u n co n v en tio n a l r e la t io n s h ip  betw een th e  f i r s t  
two s e c t io n s ,  f o r  th e  v o c a l l i n e  o f s e c t io n  "b" i s  a  r e a l  in v e rs io n  of 
th e  v o ca l l i n e  o f th e  "a"  s e c t io n .  This r e l a t io n s h ip ,  a lth o u g h  more 
v is u a l  th an  a u r a l ,  i s  lo g ic a l  inasmuch a s  th e  two q u a tra in s  o f th e  
o c tav e  d e a l w ith  th e  e f f e c t s  o f  tim e on th e  woman's p h y s ic a l  appearance 
and h e r l o v e r ’s r e a c t io n  to  th e  changes. The accompaniments in  th e se  
two s e c t io n s  d i f f e r .
The m u sica l independence o f s e c t io n  "c" r e f l e c t s  th e  new 
d i r e c t io n  in  te x t  and th e  woman's in c re a se d  a g i t a t i o n  as  she defends 
h e r  p o s i t io n .
When th e  m usic o f s e c t io n  "b" r e tu rn s  accompanying th e  f i n a l  
c o u p le t , i t  i s  a lm ost p r e c is e ly  th e  same v o c a l l i n e  and accompaniment 
a s  in  i t s  f i r s t  app earan ce . The " a " '  s e c t io n  i s  a  b r i e f  r e tu r n  to  th e  
v o c a l melody which opens th e  song , fo llow ed  by an in v e rs io n  o f th e
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b r i e f  melody. The coda i s  a s e q u e n tia l  tre a tm e n t o f th e  f i r s t  fo u r 
n o te s  o f th e  v o c a l l in e  in  s e c tio n  " b ."  The s o n g 's  form al s t ru c tu re  
can be diagrammed as fo llo w s;
F ig u re  16. M usical and P o e tic  Form o f "She, To Him."
S ec tio n  M easures Text
a 1-13 r  F i r s t  Q uatrain
O ctave:<
b  (=B) 14-27 I Second Q uatra in
c 27-46 r  Third  Q uatra in
S e s t e t :<
b (=B) 47-56 I F in a l  Couplet
a '+ b ' 47-64 F in a l  Couplet
re p e a te d
coda 64-72 F in a l  P h rase  of
f i n a l  co u p le t
Each q u a tra in  o f  th e  sonnet i s  s e t  in  a  s e p a ra te  m usical s e c t io n . 
The f i n a l  c o u p le t i s  re p re se n te d  by a  r e tu r n  to  music o f s e c tio n s  "a" 
and " b ."  The p a r t i c u l a r ly  summative and p o ig n an t n a tu re  of the  s o n n e t 's  
f i n a l  c o u p le t i s  r e f le c te d  through te x t  r e p e t i t i o n  in  m easures 47 to  72, 
th e reb y  re c e iv in g  a  s u b s ta n t ia l  sh a re  in  th e  s o n g 's  perform ance tim e.
Rhythm, M eter, and Tempo
Rhythmic c h a r a c te r i s t i c s  lend  a c e r ta in  s u s ta in e d  g ra v ity  to  
th e  s e t t i n g  w hich e f f e c t iv e ly  enhances th e  sen se  o f in tim acy  and 
h o nesty  im p lied  in  th e  t e x t .  A slow-m oving, broad  tempo v a r ie s  
s l i g h t l y  th rough  r i t a r d a n d i  and s t e n t a t i . U sing predom inantly  q u a r te r  
n o te s  and 4 /4  m eter th ro u g h o u t, th e  music i s  rh y th m ica lly  uncom plicated .
In  s e c t io n  " c ,"  th e  v o c a l l in e  r e f l e c t s  an in c re a se d  d ram atic
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in t e n s i ty  as th e  woman defends h e r s e l f  w ith  th e  words, "Remembering 
mine th e  loss, i s ,  n o t th e  b lam e." H ere, in  m easures 30 to  36, an 
in c re a s e  in  rhythm ic a c t iv i ty  enhances th e  woman’s in c re a se d  a g i t a t io n .  
Whereas q u a r te r  n o te s  a re  predom inant in  o th e r  s e c tio n s  o f th e  song, 
a t  t h i s  p o in t the  v o ca l l in e  g a in s  energy through rhythm ic p a t te rn s  in  
which e ig h th  n o te s  a re  predom inant.
Melody
C o n tra s ts  in  m elodic com position  se rv e  to  enhance te x tu a l  
m eanings. For in s ta n c e , m easures 2 to  3 and 17 to  19, i l l u s t r a t e  how 
th e  v o ca l l in e s  which accompany th e  p o e t ic  o c tav e  in c lu d e  m e lo d ic a lly  
co n ju n ct passag es  (Example 61).
Example 61. "She, To Him," m easures 17-19, v o c a l l in e  o n ly . C opyright 
1968 by Boosey & Hawkes, In c .
i
judg-nfient fko' you. scatce its proc-tss Know, r-c-ca fl£
In  c o n t r a s t ,  th e  v o ca l l i n e  o f s e c t io n  "c" (measures 27 th rough  
46) i s  c h a ra c te r iz e d  by very  d is ju n c t  m elodic movement, th e reb y  re p re ­
se n tin g  th e  woman’s more f o r c e fu l  d e fen se  o f h e r s e l f  (Example 6 2 ).
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Example 62. "She, To Him," measures 30-32.
& Hawkes, Inc.
Copyright 1968 by Boosey
Re-mem-bVing mine the loss  is. not the blame,
p p  a tempo
B inkerd a ls o  has c re a te d  c o n tr a s ts  in  p h ra s in g  to  h e ig h te n  
th e  drama o f th e  s e t t i n g .  Whereas th e  v o c a l l in e s  o f s e c t io n s  "a"  and 
"b" move in  a lo n g , su s ta in e d , c a n ta b i le  manner, u n in te r ru p te d  by 
p iano  in te r lu d e s ,  v o c a l ph rases  in  s e c t io n  "c" a re  more declam atory  and 
sep a ra te d  by p iano  p a ssag es .
The composer u ses  m elodic sequences to  b u ild  te n s io n  f o r  th e  
most em o tio n a lly  in te n s e  p a ssag es . In  m easure 19, th e  c l im a c tic  im pact 
of th e  g" i s  i n t e n s i f i e d  through s e q u e n t ia l  passages which le ad  in to  
and away from th e  n o te . The b a s ic  m elodic id e a  i s  f i r s t  p re se n te d  in  
m easures 14 th rough  16, then  r e s ta te d  tw ice  w ith  each subsequent s t a t e ­
ment occu ring  a t  a h ig h e r p i tc h  le v e l .  The melody in  th e  r e tu r n  o f 
s e c tio n  "b" (m easures 47 through 5 6 ), i s  i d e n t i c a l  to  th e  f i r s t  p re ­
s e n ta t io n ,  b u t i s  even more c lim a c tic  because o f th e  em o tio n a lly  
in te n s e  p o e try  o f th e  l a s t  two l i n e s .  M easure 52 i s  th e  em otional 
apex o f th e  s e t t i n g ,  ag a in  c re a te d  to  a  la rg e  e x te n t by s e q u e n tia l  
tre a tm e n t o f th e  melody which f i r s t  ap p ea rs  in  t h i s  s e c tio n  in  m easures 
47 through  49 (Example 63).
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Example 63. "She, To Him," measures 47-54, vocal line only. Copyright
1968 by Boosey & Hawkes, Inc.
S’® gr  1-
lUill you h o f^ ta n f  to olJ  a f  - f c c f -  ion'S cUirn^the hand of  frie.nd-sh ip
• . f  _  II C^lls-2 £
I ' I K
Jotvn Lifi*S su n -h ss  h !ll‘? The. hctncl o'f f r i e n d - s h lp  dou/n i î f e ’5 s u m - , . .
T ex tu re ; Harmony and C oun terpo in t
The absence o f a  key s ig n a tu re  ty p i f i e s  most B inkerd songs and 
i s  a  common c h a r a c t e r i s t i c  o f tw e n tie th -c e n tu ry  m usic . The rea so n  fo r  
t h i s  p r a c t ic e  i s  th a t  to n a l  c e n te r s  in  much of th e  m usic s h i f t  ra p id ly  
and " th e  enharm onic ch o ice  o f s p e l l in g  i s  determ ined  by th e  ease  of 
r e a d a b i l i ty ." ^
A lthough th e  song b eg in s  on and f re q u e n tly  r e tu r n s  to  an E 
t o n a l i t y ,  to n a l  c e n te rs  f r e q u e n t ly  s h i f t ,  c re a t in g  k a le id o sc o p ic  
harm onic c o lo r  changes, re m in is c e n t a t  tim es o f Im p re s s io n is t ic  compo­
s i t i o n  from th e  e a r ly  tw e n tie th  c e n tu ry . The s u b je c t iv e  e f f e c t  o f th e  
song i s  suspended tim e and in t r o s p e c t io n ,  th e reb y  r e f l e c t i n g  th e  woman's 
p r e d ic t iv e  v i s io n  o f th in g s  to  come. This e f f e c t  i s  c re a te d  through a t  
l e a s t  f iv e  p ro ced u res : (1) s h i f t s  to  rem ote and unexpected  t o n a l i t i e s ,
(2) ch rom atic  to n a l i ty  s h i f t s  to  to n a l  c e n te rs  o n e -h a lf  s te p  removed,
(3) p e d a l- p o in ts ,  (4) a n t i c ip a t i o n s ,  (5) o s t i n a t i .
Example 64 i l l u s t r a t e s  fo u r  o f th e se  p ro c e d u re s . E x tensive  u se
^V in cen t P e r s i c h e t t i ,  ^ e n t le th - C e n tu r y  Harmony (New York: 
W, W, N orton & C o ., I n c . ,  1961), p . 4 1 ,
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of p e d a l-p o in ts  i s  c l e a r ly  seen . T o n a lity  change to  a  rem ote to n a l 
c e n te r  occurs a s  th e  im p lied  E to n a l i ty  o f m easure 1 a b ru p tly  y ie ld s  
to  a  B - f la t  chord w ith o u t a t h i r d ,  in  m easure 2. A ch rom atic  to n a l  
s h i f t  i s  i l l u s t r a t e d  in  m easure 5 , as th e  G to n a l i t y  changes to  G -sharp 
on th e  second b e a t o f th e  m easure. Then, in  m easure 6 , as th e  G -sharp 
chord i s  s u s ta in e d , a  B -n a tu ra l in  th e  v o c a l l i n e  app ears  on th e  th i r d  
b e a t ,  a n t ic ip a t in g  th e  E-minor chord in  m easure 7.
Example 64. "She, To Him," m easures 1 -7 . C opyright 1968 by Boosey & 
Hawkes, I n c .
É




LK-rifj of f  f t o m  vrte.  ̂ My e y e s
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O stin a to s  occur in  m easures 11 th rough  13, where th e  p iano  
r ig h t  hand p la y s  descending  a rp eg g io s  a g a in s t  a  c h ro m a tic a lly  descending  
base  l in e  (Example 6 5 ).
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Example 65. "She, To Him," measures 11-13.
Hawkes, Inc.
Copyright 1968 by Boosey &
. . f  I , , 1 " ---------------------
%  ' - ^ J  | J .  ¥ s ! : , 7 7 ^







One means by which B inkerd c r e a te s  te n s io n  fo r  c l im a c tic  
moments i s  th rough  th e  sim ple  p ro cess  of u s in g  re c u rr in g  d is so n a n t 
chords o r  in t e r v a l s  and im m ediately  re so lv in g  them to  a  consonant chord . 
This p rocedure  can be observed  in  th e  accompaniment of m easures 50 and 
51. On th e  second and fo u r th  b e a ts  o f th e se  m easures, th e  p i tc h e s  of 
B and C form m inor seconds o r n in th s  which re so lv e  to  th e  consonant 
G-B s o n o r i ty .  Accompanied by a  c re scen d o , th i s  passage  b u ild s  to  the  
clim ax o f m easure 52. The drama i s  h e ig h ten ed  by th e  sudden emergence 
of a s tro n g , c l e a r ly  d e fin ed  E - f l a t  m ajor chord on th e  fo u r th  b e a t  of 
m easure 52, which i s  a  consonant r e l i e f  from preced ing  m easures (Example 
66).
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Example 66. "She, To Him," measures 50-53. Copyright 1968 by Boosey
& Hawkes, Inc.
SO St S i  f
i i
l̂ ixnd 0+ka Tn'jVcl-jkl'p doLr Li'ft’j shn- IgA. WÎÏ? Kahd _ _ —M i
p
In  s e c t io n  " c ,"  m easures 27 through  46, th e  woman’s words imply 
an In c reased  fe rv o r  and a g i t a t io n .  B inkerd re p re s e n ts  t h i s  d ram atic  
change w ith  a s tro n g , d is so n a n t p iano  passage  in  m easures 28 and 29, 
and d is so n a n t su s ta in e d  chords in  m easures 30 and 34. Measure 34 a ls o  
i s  an example o f a chord s t r u c tu r e  t h a t  cou ld  be analyzed  in  t r a d i t io n a l  
term s as  an e lev e n th  chord , b u t which in  co n tex t and th rough  th e  s t r e s s ­
ing  o f p e r f e c t  f i f t h s  has l o s t  i t s  t r a d i t i o n a l  t e r t i a n  s ig n if ic a n c e ,  
tak in g  on a new harm onic meaning (Example 6 7 ).
Example 67. "She, To Him," measure 34 . C opyright 1968 by Boosey & 
Hawkes, In c .
TbalSpoits-manTïme but
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M otiv ic  developm ent i s  a  s ig n i f i c a n t  com positional p ro ced u re , 
p a r t i c u la r ly  in  s e c t io n  "c"  in  which the  m otive f i r s t  appears in  
s t r e t t o  in  th e  accompaniment of m easures 26 to  28 (Example 6 8 ).
Example 68. "She, To Him," m easures 26-28. C opyright 1968 by Boosey 
& Hawkes, In c .
a(. zr
so:
This m otive re c u rs  im i ta t iv e ly  in  m easures 36 through 39, 
fo llow ed by a  r e p e t i t i o n  o f th e  m otive in  m easures 39 and 40. The 
b i to n a l i ty  in  m easures 37 to  40 i s  of p a r t i c u la r  harm onic i n t e r e s t .  
H ere, th e  v o ca l l i n e  su g g e s ts  th e  m otive in  A - f la t  i n  s t r e t t o  w ith  th e  
m otive in  G in  th e  accompaniment (Example 6 9 ).
Example 69. "She, To Him," m easures 36-40. C opyright 1968 by Boosey & 
Hawkes, In c .
3»
in' my soul same _ 
•tcnlatKnow, log me___
pp a tempo
A lthough th e  te x tu re  o f th e  song i s  p r im a ri ly  c o n tra p u n ta l , 
homophonie te x tu re  f re q u e n tly  i s  used fo r  v a r ie ty .  Ranging from
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unaccompanied v o c a l r e c i t a t i v e  to  s ix - p a r t  su s ta in e d  ch o rd s , te x tu r e  i s  
v a r ie d  to  enhance p o e tic  m eaning.
As in  th e  song composed p r io r  to  t h i s ,  "And I  Am Old To Know," 
w idely  spaced in te r v a l s  open and c lo se  th e  s e t t i n g .  This seems s i g n i f i ­
c a n t s in c e  th e  t e x t s  o f b o th  songs have to  do w ith  th e  elem ent o f tim e . 
"And I  Am Old To Know" saw th e  p o e t look ing  backward in  tim e . In  t h i s  
l a t e r  song, th e  woman i s  s p e c u la tin g  about th e  f u tu r e .  In  e i th e r  c a se , 
th e  w idely  spaced s o n o r i t i e s  seem to  g en e ra te  a sense  o f dim ension and 
space which enhances th e  o v e r a l l  theme and mood o f th e  t e x t  in  r e l a t i o n  
to  tim e .
B eginning w ith  a  sp a rse  tw o -p a rt te x tu r e ,  th e  song g ra d u a lly  
g a in s  momentum and s tr e n g th  th rough  th e  a d d it io n  o f p a r t s  to  th e  c o n tra ­
p u n ta l  te x tu r e  and an in c re a s e  in  rhythm ic v i t a l i t y  th rough  sm a lle r  n o te  
v a lu e s .
I n s e r t io n s  o f  s u s ta in e d  chords in to  th e  c o n tra p u n ta l  te x tu re  
se rv e  e i th e r  to  le ad  in to  subsequen t form al s e c tio n s  o f th e  s e t t i n g  or 
to  em phasize p a r t i c u l a r  te x tu a l  p a ssa g es . For exam ple, th e  su s ta in e d  
p iano  p a r t  which b eg in s  on th e  l a s t  b e a t  o f m easure 13, p re p a re s  th e  
scene f o r  in tr a n c e  in to  th e  "b" s e c t io n .  In  m easure 34, a s u s ta in e d  
p iano  p a r t  a llow s th e  s in g e r  a  rhythm ic freedom to  communicate th e  
woman’s d e fe n s iv e  fe rv o r .
When B inkerd composes r e c i t a t i v e - l i k e  v o c a l monophony, i t  
u s u a lly  d ram atizes  th e  te x tu a l  passage  in  a p a r t i c u l a r ly  s e n s i t iv e  
m anner. In  t h i s  song, w ith  th e  words "And you a re  irk e d  th a t  th ey  have 
w ith e red  s o ,"  th e  woman exposes a t r u th  th a t  h e r  lo v e r  p robab ly  would 
n o t w ish  to  have v e rb a l iz e d .  The fran k n ess  and honesty  w ith  which
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the woman says these words is made more poignant through the directness
of vocal recitative.
D e sp ite  o c ca s io n a l f o r t e  p a ssa g e s , th e  s e t t in g  i s  never heavy o r 
dynam ically  overpow ering, b u t r a th e r  i s  v ery  s e n s i t iv e  and c o n tr o l le d .
The so b er and r e f l e c t i v e  n a tu re  o f th e  s e t t in g  c re a te s  a  moving scene  
in  which th e  l i s t e n e r  may ex p erien ce  an  empathy f o r  th e  woman as  she 
b a re s  h e r  innerm ost f e e l in g s  and a n x ie t i e s .
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2. "Shut Out T hat Moon"
C lose up th e  casem ent, draw th e  b l in d ,  
Shut ou t th a t  s te a l in g  moon.
She w ears too  much th e  g u ise  she wore 
B efore  our lu te s  were strew n 
With y ears-d eep  d u s t , and names we read  
On a w h ite  s to n e  were hewn.
Step n o t ou t on th e  dew-dashed lawn 
To view  th e  Lady’s C h a ir,
Immense O rio n ’s g l i t t e r i n g  form,
The Less and G rea ter B ear:
S tay in ;  to  such s ig h ts  we were drawn 
When faded ones were f a i r .
Brush n o t th e  bough fo r  m idnigh t s c e n ts  
That come fo r th  l in g e r in g ly .
And wake th e  same sweet sen tim en ts  
They b rea th ed  to  you and me 
When l iv in g  seemed a lau g h , and love  
A ll  i t  was sa id  to  be .
W ithin  th e  common la m p - li t  room 
P r iso n  my eyes and th o u g h t.
L et d ingy d e ta i l s  c ru d e ly  loom.
Mechanic speech be w rought:
Too f r a g r a n t  was L i f e ’s e a r ly  bloom.
Too t a r t  th e  f r u i t  i t  b rough t I^
In  t h i s  poem, Hardy d e sc r ib e s  th e  angu ish  o f a fo rsak en  woman. 
A p p aren tly , in  th e  p reced in g  poem, "She, To Him," h e r  p le a  was in  v a in , 
f o r  she has l o s t  h e r  lo v e r .  In  the  f i r s t  th re e  s ta n z a s  o f "Shut Out 
That Moon," she r e c a l l s  c e r ta in  s ig h ts  and s e n s a tio n s  w ith  h ig h ly  
p e rso n a l em otional a s s o c ia t io n s  which h e ig h te n  h e r an g u ish . But in  th e  
l a s t  s ta n z a , she c a p i tu la te s  e n t i r e ly  to  h e r gloomy su rround ings in  
which she must l i v e  in  s o l i tu d e  and d e je c t io n .  In  th e  l a s t  two l in e s  
th e  p o e t su g g es ts  th a t  th e  v ery  in te n s i ty  o f p le a s u ra b le  experiences
^Hardy, p . 201.
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w ith  h e r lo v e r  now only  i n t e n s i f i e s  th e  p a in  of her s o l i tu d e .  B inkerd 
has s e t  th e  te x t  so t h a t  th e  mood g ra d u a lly  d e te r io r a te s  from d is tu rb e d  
a g i ta t io n  to  o p p re ss iv e  gloom.
Form
M irro rin g  th e  fo u r -s ta n z a  p o e tic  form , th e  song i s  in  fo u r 
se c tio n s  which can be diagrammed as  fo llo w s:
F igure  17. M usical and P o e tic  Form o f "Shut Out That Moon."






Text Tempos C h a r a c te r is t ic s
S tanza 1 gj = 168 m ostly  s ta c c a to
S tanza 2 d .=  112 s ta c c a to  and le g a to
passages
S tanza 3 J = 168 le g a to  and s u s ta in e d
Stanza 4 cl = 84 very  su s ta in e d  and
in  r e c i t a t i v e  s ty l e
As i l l u s t r a t e d  above, from a lo n g er p e rs p e c tiv e , th e  s o n g 's  fo u r 
s e c tio n s  can be grouped in  two unequal p a r t s .  Because th e  f i r s t  th re e  
s e c tio n s  in c lu d e  v a r ia t io n s  o f one s in g le  m elodic id e a , they  tend  to  
c o a le sce , form ing a  l a r g e r  form al u n i t .  S ec tio n  "b" i s  bo th  m u s ic a lly  
and te x tu a l ly  q u i te  d i f f e r e n t  from th e  th re e  p reced ing  s e c t io n s ,  and 
thus c o n s t i tu te s  a s e p a ra te  form al s e c t io n .
T his fo rm al m u sica l s t r u c tu r e  c lo s e ly  fo llow s th e  o rg a n iz a tio n  
o f th e  poem. Moods and a s s o c ia t io n s  th a t  th e  f i r s t  th re e  p o e tic  
s tan zas  have in  common a re  m u s ic a lly  r e f le c te d  in  the  f i r s t  th re e  
m usical s e c tio n s  by a s in g le  melody th a t  re c u rs  in  s t ro p h ic  v a r i a t io n .
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The melody, which c o n s t i tu te s  approx im ate ly  th e  f i r s t  h a l f  o f the  
v o ice  l in e  in  each s e c t io n ,  f i r s t  appears  in  m easures 9 th rough  25 
(Example 70 ). I t  su b seq u en tly  re c u rs  tran sp o sed  and rh y th m ica lly  
augmented in  the  second and th i r d  s e c t io n s ,  m easures 65 th rough 88 and 
168 th rough 190.
Example 70. "Shut Out That Moon," m easures 9 -25 , v o ca l l i n e  o n ly . 
C opyright 1968 by Boosey & Hawkes, In c .
J O JZ / r
»
d l à t e .  up-the c o s e -m e u r ,  Arau/ +he a i in â ^  
■ #  %  — ^
£/iuT’ Cur a>aT Srcai- I'tio rf,oon 
• - ^ ZS-
%hL i v t a v s rhe. ÿUi’se. siit. vJOte. a a - ’̂ 'er--* ouw / « + «  w lv t  cfrfWM
In  each of th e  f i r s t  th re e  s e c t io n s ,  th e  f i n a l  v o c a l p h ra se s , 
which a re  d e riv ed  from th e  opening v o c a l p a ssa g e , a lso  a re  id e n t i c a l  
to  each o th e r  excep t f o r  t r a n s p o s i t io n  and rhythm ic augm entation . The 
f i n a l  v o ca l ph rase  o f "a^" occu rs  in  m easures 44 through 50 (Example 7 1 ), 
and su b sequen tly  re c u rs  in  m easures 140 th rough  147 and 207 th rough 212.
Example 71. "Shut Out That Moon," m easures 44-50 , v o c a l l i n e  o n ly . 
C opyright 1968 by Boosey & Hawkes, In c .
I t  ^
On S+on& uu&rt hewn
Between th e se  opening and c lo s in g  v o ca l p a ssag es , th e  v o ic e  l in e  
in  each of th e  f i r s t  th re e  s e c t io n s  v a r ie s  th rough  r e i t e r a t i o n  o f
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m elodic m otives and I n te r v a l s  from th e  main melody (m easures 28 th rough  
43, 92 th rough  139, and 190 through  206).
f » _ l  II i i _ 2  II OA lthough s e c t io n s  "a"^," "a*"," and " a ''"  a re  m e lo d ic a lly  u n i f i e d ,  
th ey  s t i l l  m a in ta in  a  c e r t a in  in d iv id u a l i ty  through  changes betw een 
s e c tio n s  in  th e  p ian o  p a r t ,  rhythm , and t o n a l i t y .
S e c tio n  " b ,"  th e  l a s t  m usica l s e c t io n ,  s t y l i s t i c a l l y  i s  q u i te  
d i f f e r e n t  from th e  th re e  p reced in g  s e c t io n s ,  th e reb y  r e f l e c t in g  th e  
l a s t  p o e t ic  s ta n z a ’s  change to  th e  d a rk  and gloomy su rro u n d in g s i n  which 
th e  woman m ourns. Whereas th e  f i r s t  th r e e  s e c tio n s  in c lu d e  re c u r r in g  
m u sica l id e a s  which u n i te  th e  s e c tio n s  in  a  l a r g e r  fo rm al u n i t ,  th e  
l a s t  s e c t io n ,  which c o n s is ts  m ostly  o f new m u sica l m a te r ia ls ,  s tan d s  
a lo n e .
B inkerd  c o n s is te n t ly  p la c e s  th e  p i a n i s t  in  an im p o rtan t 
e x p re ss iv e  r o le .  In  t h i s  song, each s e c t io n  opens w ith  a  p iano  p assag e  
th a t  e s ta b l is h e s  th e  s e c t io n ’s p re v a i l in g  mood and m u sica l s t y l e .
W ithin  each s e c t io n ,  p iano  in te r lu d e s  o f v a ry in g  le n g th s  e s ta b l i s h  and 
m a in ta in  th e  v a r io u s  changing moods. The b r i e f  p o s tlu d e , which c o n s is ts  
o f two s u s ta in e d  to n e s  in  o c tav es  in  th e  p ia n o ’s low er r e g i s t e r ,  g r e a t ly  
c o n tr a s ts  w ith  th e  l i g h t ,  s ta c c a to  s ty l e  o f th e  p re lu d e . Thus, th e  
p iano  r e f l e c t s  th e  woman’s evo lv ing  mood, which changes g r e a t ly  betw een 
th e  f i r s t  and l a s t  m easures o f t h i s  s e t t i n g .
Rhythm and Melody
The poem’s  g ra d u a l change of mood i s  m u s ic a lly  enhanced th rough  
v a rio u s  rhythm ic and m elod ic  means. As each s e c t io n  p re s e n ts  a  p ro ­
g re s s iv e ly  more s u s ta in e d  and le g a to  s t y l e  w ith  e v e r - in c re a s in g  n o te
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v a lu e s , th e  woman's s t a t e  o f  mind ev o lv es  from tro u b le d  a g i ta t io n  to  
gloomy d e s p a ir .
In  s e c t io n  " a ^ ,"  th e  woman's a g i ta te d  b eh av io r i s  r e f le c te d  by 
v a r io u s  rhythm ic and m elod ic  means. M usical l i n e s  in  th e  p iano  and 
v o ice  move m o stly  in  s ta c c a to  q u a r te r  n o te s  in  a ra p id  tempo. M eters 
change f r e q u e n t ly  and sy n co p a tio n s  and su sp en sio n s  c r e a te  a rhythm ic 
i r r e g u l a r i t y  and u n p r e d ic ta b i l i ty .  An i n t e r a c t io n  o f  independent 
rhythm ic schemes between th e  v o ice  and p ian o  f u r th e r  g e n e ra te s  an 
in te n s e  rhythm ic an im ation  and a g i l i t y .  The o v e r a l l  rhythm ic e f f e c t  o f  
t h i s  s e c t io n  m ir ro rs  th e  woman's a g i t a t io n  a s  she h u r r ie s  to  " c lo se  up 
th e  casem ent" and "draw th e  b l in d ."
In  th e  second p o e tic  s ta n z a , th e  woman's annoyance b eg in s  to
y ie ld  to  tro u b le d  rem in iscen ce  as  she v i s u a l iz e s  th e  s ig h ts  which she
2
cannot sh u t o u t o f  h e r  memory. In  s e c t io n  "a  ,"  B inkerd r e f l e c t s  
t h i s  change o f  mood th ro u g h  s e v e ra l  rhythm ic and m elodic changes: (1)
in  m easure 53, th e  p iano  suddenly s h i f t s  from  a s ta c c a to  to  a le g a to  
s t y l e ,  (2) th e  v o ic e  l i n e  becomes more le g a to  and su s ta in e d  as h a l f  
n o te s  and d o t te d - h a l f  n o te s  occur much more f r e q u e n tly  than  in  th e  
p reced in g  s e c t io n ,  (3) a lth o u g h  b o th  th e  f i r s t  and second s e c t io n s  
in c lu d e  f re q u e n t changes o f  m ete r, m eter changes in  th e  second s e c t io n  
occur l e s s  f r e q u e n t ly  and t r i p l e  m eter i s  p redom inan t, th e reb y  f u r th e r  
c o n tr ib u tin g  to  a  more le g a to  s ty le  w ith  l e s s  rhythm ic com plex ity .
Also, in  th e  second s e c t io n ,  a s  th e  woman's mood b eg in s  to  
change, she v a c i l l a t e s  betw een moods o f  a g i t a t i o n  and rem in iscen ce . 
B inkerd m ir ro rs  t h i s  s tru g g le  in  th e  in te r s p e r s io n  o f s ta c c a to  v o c a l 
and p ian o  p a ssag es  in to  a b a s ic a l ly  le g a to  s e c t io n .
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In  th e  th i r d  s e c t io n  (m easures 167 to  219), th e  woman’ s a g i ta ­
t io n  has com ple te ly  g iven  way to  rem in iscen ce  o f "sw eet s e n tim e n ts ."
T his i s  rh y th m ic a lly  and m e lo d ic a lly  re p re se n te d  by a v e ry  s u s ta in e d  
v o c a l l i n e  which moves in  h a l f  and whole n o te s , th e reb y  enhancing th e  
in t r o s p e c t iv e  mood o f t h i s  s e c t io n .
S e c tio n  "b" i s  a  change to  " th e  common la m p - li t  room ." The 
d e sp a ir  and gloom o f th e  scene i s  rh y th m ic a lly  and m e lo d ic a lly  r e f l e c te d  
th rough  a predom inance o f s u s ta in e d  whole n o te s  and a d ec rea se  in  tempo 
to  h a l f  t h a t  o f  th e  f i r s t  th re e  s e c t io n s .  The com poser's d e s ig n a tio n , 
" l ik e  a  r e c i t a t i v e , "  f u r th e r  enhances th e  mood o f d e je c t io n  by a llow ing  
th e  s in g e r  a  c e r t a in  freedom to  im i ta te  th e  woman’s slow , so rro w fu l 
d e liv e ry  o f  l i n e s .
B inkerd  r e f l e c t s  th e  woman’ s mood changes by c re a t in g  c o n tr a s ts  
i n  m elodic movement. In  th e  f i r s t  th r e e  s e c t io n s ,  th e  woman’s a g i ta te d  
s t a t e  o f mind i s  m u s ic a lly  re p re se n te d  by a n g u la r i ty  and d is ju n c t  
movement in  th e  re c u rr in g  m elody. As i l l u s t r a t e d  in  Example 70, th e  
melody moves p r im a r i ly  in  t h i r d s ,  f o u r th s ,  f i f t h s ;  th e re  a r e ,  i n  ad d i­
t i o n ,  one m ajor s ix th  and two m ajor sev e n th s . In  c o n t r a s t ,  th e  v o ice  
l i n e  o f  s e c t io n  "b" changes to  a  more co n ju n ct s ty le  which c o n tr ib u te s  
to  th e  i s o l a t i o n  and despondency o f  th e  scene  (Example 72 ).
Example 72. "Shut Out T hat Moon," m easures 227-237, v o ic e  l i n e  o n ly . 
C opyrigh t 1968 by Boosey & Hawkes, In c .
,227 Zio 2 iS
fkc cotn-nion lamp-IH- f o o M  pri -son wjv e y e s  a n d  f hoa^hf ;
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T y p ica l o f  B in k e rd 's  songs, th e  v o ic e  l i n e  f o r  th e  most p a r t  i s  
a  p ro d u c t o f c o n tra p u n ta l co n cep tio n . C onsequently , i t  f re q u e n tly  i s  
an independent l i n e  w ith  few doub lings in  th e  p ian o .
T ex tu re : Harmony and C oun terpo in t
The so n g 's  harmonic language in c lu d e s  a  v a r ie ty  o f chord 
s t r u c tu r e s  which e i th e r  a re  heard  as  v e r t i c a l  s o n o r i t i e s  o r ,  more 
f re q u e n tly , a re  im plied  in  s p a r se ly  te x tu re d  c o u n te rp o in t o r fragm ented 
and a rp e g g ia te d  l in e s .  Most chord s t r u c tu r e s  in  th e  s e t t in g  a re  
t e r t i a n .  O ccurring  le s s  f re q u e n tly , b u t s t i l l  h a rm o n ica lly  s ig n i f i c a n t ,  
a re  q u in ta l  s t r u c tu r e s  which occur w ith  t e r t i a n  s t r u c tu r e s  in  th e  
second s e c t io n . Q u arta l and secundal s t r u c tu r e s  a re  heard  only occasio n ­
a l ly  and b r i e f l y  in  v a rio u s  p a r t s  o f th e  s e t t in g .
T e r t ia n  chord s t r u c tu r e s  ap pear b o th  in  ch o rd a l and a rp e g g ia te d  
form s. In  th e  l a s t  s e c t io n , because o f  slow harm onic rhythms in  a  
b a s ic a l ly  ch o rd a l te x tu re ,  s t r u c tu r e s  c le a r ly  a re  t e r t i a n .  However, in  
th e  f i r s t  th r e e  s e c t io n s ,  because o f  th e  l i n e a r  s t y l e ,  ra p id  harmonic 
rhythm , v o ic in g , and enharmonic s p e l l in g s ,  t e r t i a n  chords f re q u e n tly  
a re  bo th  a u r a l ly  and v is u a l ly  d isg u ise d  in  th e  te x tu r e .  For example, 
in  m easures 18 through  22, a  ty p ic a l  t e r t i a n  passage  o c cu rs . The th re e  
m easures p reced in g  21 in c lu d e  a dom inan t-seven th  harmony on A em bellished  
w ith  non-chord to n es  le ad in g  to  th e  D in  m easure 21. As i l l u s t r a t e d ,  
non-chord to n es  a re  t r e a te d  r a th e r  c o n v en tio n a lly  (Example 73).
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Example 73. "Shut Out That Moon," m easures 18-22 , w ith  non-chord to n es . 
C opyright 1968 by Boosey & Hawkes, In c .
i II a 21 psite. tao mucfc f  ka. gw'Sa aha. uwer &
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In  c o n tr a s t  to  o th e r  s e c t io n s ,  th e  second s e c t io n  in c lu d e s
2
q u in ta l  s t r u c tu r e s .  As i l l u s t r a t e d  below, s e c t io n  "a  " opens (m easures 
52 th rough  54) w ith  o s t in a to  f ig u r e s  in  which th e  p iano  l e f t  hand 
a rp e g g ia te s  c o n se c u tiv e  p e r f e c t  f i f t h s  above G which jo in  w ith  E in  th e  
p iano  r ig h t  hand to  form th re e -n o te  and fo u r -n o te  q u in ta l  s t r u c tu r e s .  
Then, in  m easures 55 th rough  57 , th re e -n o te  q u in ta l  s t r u c tu r e s  a re  
b u i l t  on D (Example 7 4 ).
Example 74. "Shut Out That Moon," m easures 52-57 , piano p a r t  on ly . 
C opyright 1968 by Boosey & Hawkes, In c .
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B in k e rd 's tre a tm e n t o f d issonance  m ir ro r s  th e  o rg a n iz a tio n  o f
th e  poem. The woman's a g i t a t io n  as d e sc rib e d  In  th e  f i r s t  th re e  p o e tic
s ta n z a s  I s  r e f l e c te d  In  th e  f i r s t  th re e  m u s ica l s e c t io n s  In  f la s h e s  o f
d issonance  g e n e ra te d  In  ra p id  a rp e g g ia te d  and fragm ented  l i n e s .  In
c o n t r a s t .  In  th e  l a s t  s e c t io n ,  th e  b a s ic  s o b r ie ty  o f  th e  f i n a l  p o e tic
s ta n z a  I s  re p re se n te d  m u s ic a lly  In  a s u s ta in e d , c h o rd a l te x tu re  th a t
re n d e rs  th e  d isso n an ces  s o f t e r  than  th o se  In  p re c e d in g  p a ssa g es .
B in k e rd 's  to n a l i t y  scheme a p p a re n tly  I s  In f lu e n c e d  by th e
poem 's o rg a n iz a tio n . W ithin  each s e c t io n  e x i s t s  a predom inant to n a l i t y .
The c lo s e  te x tu a l  r e la t io n s h ip  o f th e  f i r s t  th re e  s ta n z a s  i s  re p re se n te d
by p ro x im ity  o f  th e  predom inant t o n a l i t i e s .  These t o n a l i t i e s  in  s e c tio n s  
1 2  3"a ,"  "a  ,"  and " a  ,"  a r e  A-m ajor, A - f la t  m a jo r, and B -m ajor, re sp ec ­
t i v e ly .  A change o f scen e ry  p re sen te d  in  th e  f i n a l  p o e t ic  s ta n z a  i s  
re p re se n te d  in  th e  l a s t  fo rm al s e c tio n  by a  s h i f t  a t  th e  beg inn ing  of 
th e  v o ic e  l i n e  to  th e  more o r  l e s s  rem ote t o n a l i t y  o f  E - f l a t  m inor.
The p a r t i c u l a r ly  despondent mood In  th e  f i n a l  s e c t io n  I s  f u r th e r  
r e f l e c te d  In  a  change from th e  p redom inan tly  m ajo r modes in  th e  f i r s t  
th re e  s e c tio n s  to  th e  E - f l a t  m inor mode o f  th e  l a s t  s e c t io n .
R e in fo rc in g  th e  s o n g 's  s t r u c tu r a l  u n i ty ,  th e  p o s tlu d e  re tu rn s  
to  a  to n a l i t y  o f  A-m ajor which was predom inant in  th e  f i r s t  s e c t io n .
A lthough te x tu r e  v a r ie s  from unaccompanied v o c a l r e c i t a t i v e  to  
f iv e - p a r t  ch o rd s , i t  i s  most f re q u e n tly  th in  tw o -p a rt and th r e e - p a r t  
te x tu r e s .  When l i n e a r  movement i s  in te r r u p te d  by s u s ta in e d  ch o rd s , i t  
o f te n  se rv e s  to  enhance p o ignan t te x tu a l  p a ssa g e s . To c i t e  an example,
3
In  m easures 205 to  207 o f s e c t io n  " a  ,"  th e  word " lo v e "  i s  emphasized 
by t h i s  t e x tu r a l  change. Perhaps th e  most s t r i k in g  change in  te x tu re
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occurs a s  th e  l a s t  s e c t io n  ta k e s  on a more c h o rd a l s t y l e ,  th e reb y  
p ro v id in g  a h e a v ie r  te x tu r e  fo r  th e  s c e n e 's  gloomy atm osphere.
The f i n a l  p o e tic  c o u p le t seems to  focus on a  p rim ary  cause fo r  
th e  woman's deep sen se  o f lo s s .  B inkerd h ig h l ig h ts  t h i s  p o e try  by 
p re se n tin g  i t  in  unaccompanied v o ca l r e c i t a t i v e .
T y p ica l o f  B in k e rd 's  songs, th e  s e t t i n g  c lo se s  w ith  w idely  
spaced in te r v a l s .  In  t h i s  p a r t i c u l a r  s e t t i n g ,  A i s  sounded in  two- 
o c tave  sp ac in g  in  th e  p ia n o 's  low r e g i s t e r .  The r e s u l t a n t  e f f e c t  i s  a 
deep, subdued s o n o r i ty  which se rv es  as  an e f f e c t iv e  c lo s e  to  a  so b e r , 
r e f l e c t i v e  song.
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3. "A Bygone O ccasion"^
That n ig h t ,  th a t  n ig h t .
That song, th a t  song!
W ill such ag a in  be evened q u i te  
Through l i f e t im e s  long?
No m irth  was shown 
To o u te r  s e e r s .
But mood to  match has n o t been known 
In  modern y e a rs .
0 eyes th a t  sm iled ,
0 l i p s  th a t  lu re d ;
That such would l a s t  was one b eg u iled  
To th in k  ensured!
That n ig h t ,  t h a t  n ig h t ,
That song, th a t  song;
0 d r in k  to  i t s  r e c a l le d  d e l ig h t .  
Though te a r s  may th ro n g !2
In  1965, B inkerd composed t h i s  song to  th e  t e x t  p r in te d  above. 
He l a t e r  used  th e  m usic to  s e t  a n o th e r  t e x t ,  "What Sw eeter M usick," 
by R obert H e rr ic k . Because "A Bygone O ccasion" was th e  o r ig in a l  t e x t  
s e t  to  th e  m usic , we s h a l l  devote  m ost o f our a t t e n t io n  to  t h i s  s e t t in g .
The p reced in g  poem in  t h i s  c y c le ,  "Shut Out That Moon," 
d e sc rib e d  th e  an g u ish  o f a woman who has l o s t  h e r lo v e r .  In  t h i s  th i r d  
poem o f th e  c y c le , "A Bygone O ccasion ,"  th e  woman f in d s  s t r e n g th  w ith in  
h e r s e l f  to  cope w ith  h e r  memories. Her rem in iscence  fo cu ses  on a  
s p e c i f ic  o cca s io n  which th e  f i r s t  and l a s t  s ta n z a s  r e f e r  to  a s  " th a t  
n ig h t"  and " th a t  so n g ."  Although a l l  th e  s ta n z a s  a re  r e la te d  th rough  a
^ h i s  song i s  p u b lish ed  ( in  h ig h  and low ranges) s e p a ra te  from 
th e  c y c le . T his a n a ly s is  w i l l  s tu d y  th e  h igh  v e rs io n .
^Hardy, pp . 570-71.
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common theme and mood, a p a r t i c u l a r ly  c lo se  th em atic  r e la t io n s h ip  
e x i s t s  betw een th e  f i r s t  and l a s t  s ta n z a s  inasmuch a s  th e  l a s t  s ta n z a  
r e tu rn s  to  th e  poem 's opening c o u p le t .
As d iscu ssed  below, B inkerd  re p re se n ts  th e  poem 's r e t ro s p e c t io n  
by drawing upon c o n tra p u n ta l , rh y thm ic , and harmonic p r a c t ic e s  bo m  o f 
bygone s t y l i s t i c  e ra s .
Form
The fo u r -s ta n z a  poem i s  m u s ic a lly  re p re se n te d  in  a  th r e e - s e c t io n  
d e s ig n , a s  fo llo w s:
F ig u re  1 8 . M usical and P o e tic  Form o f "A Bygone O ccasion ."
S ec tio n  M easures Text Key R e la tio n sh ip s
a 1-26 S tanza 1 and G -  D -  A
th re e  l i n e s  o f 
s ta n z a  2.
b 26-52 The l a s t  c o u p le t M odulatory
of s ta n z a  2 and 
a l l  o f  s ta n z a  3.
a '  53-67 S tanza 4 G
The woman's r e c o l le c t io n  o f a  "bygone" ev en t i s  m u s ic a lly  
re p re se n te d  by a c e n tu r ie s -o ld  c o n tra p u n ta l p r a c t ic e  which B inkerd 
p la c e s  in  a  s ig n i f ic a n t  s t r u c tu r a l  r o le .  The p r in c ip a l  u n ify in g  f a c to r  
in  t h i s  re g a rd  i s  canonic p ro ced u re . Both f i r s t  and l a s t  s e c t io n s  
in c lu d e  canon ic  im ita t io n  o f th e  same s u b je c t .  A lthough th e  m iddle 
s e c t io n  does n o t in c lu d e  extended u se  o f canonic im i ta t io n ,  m otives from 
th e  canon s u b je c t  o f  th e  f i r s t  s e c t io n  re c u r  in  ways ex p la in ed  below.
The s t r u c tu r a l  b a s is  o f  th e  f i r s t  s e c t io n , " a ,"  i s  a  double
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s ta tem en t o f a  th r e e - p a r t  canon a t  th e  f i f t h .  The s u b je c t  in  th e  v o ic e , 
m easures 7 th rough  16 (Example 75), i s  re p e a te d  w ith o u t e s s e n t i a l  change 
in  m easures 16 th rough  25.
Example 75. "A Bygone O ccasion ,"  canon s u b je c t ,  m easures 7-16. Copy­
r ig h t  1968 by Boosey & Hawkes, In c .
r i i a f  n i j i i t i h a t  n i j h t ,  f)u7 jjry^+iiaf jBi/j.'tfiW ju c k  a-ja ir t  he t - e e n e J  ^ u i t i r h r u  I t fc -unu i  ;e«y
P reced in g  th e  canon, the  p ia n i s t  p lay s  an in tro d u c to ry  c o n tra ­
p u n ta l passage  based  on a l t e r e d  and a b b re v ia te d  canonic  m a te r ia l .  
Because th e  in tro d u c to ry  c o n tra p u n ta l m a te r ia l  i s  handled  so smoothly 
and c o n s is te n t ly ,  th e  l i s t e n e r  may have d i f f i c u l t y  d e te c t in g  where th e  
canon p ro p e r b e g in s .
The canon i t s e l f  b eg ins on E in  th e  l e f t  hand o f th e  keyboard 
p a r t  on th e  second b e a t o f measure 5 . The th re e  canonic e n t r ie s  occur 
su c c e ss iv e ly  in  m easures 5 , 6 , and 7, a t  th e  i n te r v a l  o f  one m easure. 
E n trances a re  in  ascen d in g  p e r fe c t  f i f t h s  in  th e  l e f t  hand, r i g h t  hand, 
and v o ic e  r e s p e c t iv e ly  (Example 76).
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Example 76. "A Bygone Occasion," measures 5-16. Copyright 1968 by
Boosey & Hawkes, Inc.
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The second canon ic  s ta te m e n t, beg inn ing  in  m easure 15, d i f f e r s  
in  some re s p e c ts  from th e  f i r s t  s ta te m e n t. An In c re a s e  in  te x tu r e  
d e n s ity  r e s u l t s  from th e  r ig h t  hand o f th e  p iano  d o ub ling  th e  v o ic e  l i n e .  
The v o ice  l i n e ,  which i s  a t  th e  same p i tc h  as th e  f i r s t  s ta te m e n t, now 
becomes th e  m iddle v o ic e  r a th e r  th an  th e  top v o ic e  i n  th e  t e x tu r e ,  fo r  
th e  piano p a r t s  e n te r  a  f i f t h  below and a f i f t h  above i t .  Whereas th e  
f i r s t  e n try  in  th e  f i r s t  canon s ta tem en t was on E, th e  f i r s t  e n try  o f 
th e  second s ta tem e n t i s  on B. In  o rd e r to  ach iev e  smooth p iano  f in g e r ­
in g , t h i s  f i r s t  e n try  b eg in s  in  th e  r ig h t  hand, th en  i s  t r a n s f e r r e d  to  
th e  l e f t  hand on th e  f i r s t  b e a t o f m easure 16. S ec tio n  "a"  ends i n  
m easure 26, a t  th e  com pletion  o f  th e  second canon s ta te m e n t.
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A lthough s e c t io n  "b" does n o t in c lu d e  extended use  o f canonic  
im i ta t io n ,  th e  canon s u b je c t from s e c t io n  "a"  ap p ears  in  v a r io u s  form s. 
For exam ple, in  th e  low er p a r t  o f  th e  accompaniment in  m easures 38 
th rough  46, th e  in v e r te d  canon s u b je c t  i s  s ta t e d  in  i t s  e n t i r e ty .  I t  
i s  n o t a  r e a l  in v e rs io n , because in  o rd e r  to  rem ain w ith in  th e  key of 
D - f la t  m a jo r, th e  l i n e  i s  tran sp o sed  downward o n e -h a lf  s te p  from th e  
t h i r d  n o te  to  th e  end o f th e  s u b je c t  (Example 77).
Example 77. "A Bygone O ccasion ,"  m easures 38-46 , p iano p a r t  o n ly . 
C opyrigh t 1968 by Boosey & Hawkes, In c .





A nother form in  which s e le c te d  p a r t s  o f th e  canon s u b je c t  r e c u r ,  
can be observed  in  m easures 30 th rough  35. H ere, th e  v o ic e  s in g s  th e  
s ix th  th rough  th e  tw e lf th  to n es  o f  th e  o r ig in a l  s u b je c t ,  on ly  to  embark, 
in  m easure 32, on an in v e rs io n  o f  th e  rem ainder o f th e  s u b je c t  (Example 
78).
Example 78. "A Bygone Occasion," measures 30-35, vocal line only.
Copyright 1968 by Boosey & Hawkes, Inc.
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6th thru 12th tones 
of canon subject
Inversion of 
14 thru 20th tones 
of canon subject
m
B u t  mood to Match, h i o o d  t o  m a t c h  h a s  n o t  t«en Knevyn m  mod  - e r n  y e a r s .
R e f le c t in g  th e  te x tu a l  s i m i l a r i t i e s  between th e  f i r s t  and l a s t  
s ta n z a s , th e  f i n a l  s e c t i o n , " a ', "  in c lu d e s  a r e c a p i tu la t io n  o f m usical 
id e a s  from th e  f i r s t  s e c t io n .  A lthough canonic  im ita t io n  i s  b a s ic  to  
th e  form al s t r u c tu r e  of b o th  th e  f i r s t  and l a s t  s e c t io n s ,  s e c t io n  " a " ' 
d i f f e r s  from s e c t io n  "a" in  fo u r b a s ic  ways; (1) s e c t io n  " a " '  in c lu d e s  
a  tw o -p a rt canon, as  compared to  th e  th r e e - p a r t  canon in  s e c t io n  " a ,"
(2) in  s e c t io n  " a ' , "  s e v e ra l  p a r t s  a re  added which do n o t p a r t i c ip a t e  
in  canonic im i ta t io n ,  (3) th e  canon in  th e  l a s t  s e c t io n  i s  a t  th e  
o c tav e  r a th e r  th an  th e  f i f t h ,  (4) non-canonic  id eas  from s e c t io n  "b" 
re c u r  in  s e c t io n  " a ’ ."
In  a d d i t io n  to  th e  t r a d i t i o n a l  trea tm en t o f canon, th e  harmonic 
language conforms to  common p ra c t ic e s  o f  th e  e ig h te e n th  and n in e te e n th  
c e n tu r ie s .  C onsequently , as i l l u s t r a t e d  in  F igure  18, form al s e c tio n s  
a re  d e fin ed  through  c le a r  key r e la t io n s h ip s .  M odulations between 
s e c t io n s  a re  chrom atic  and p iv o t on a s in g le  to n e . For exam ple, a t  
th e  beg inn ing  of s e c tio n  " b ,"  in  m easure 26, Binkerd m odulates from th e  
key o f A m ajor to  B - f la t  minor by means o f an F -n a tu ra l  p iv o ta l  tone 
which se rv es  s im u ltan eo u sly  as a low ered s ix th  in  A-major and a dominant 
fo r  B - f la t  m inor (Example 79).
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Example 79. "A Bygone Occasion," measures 24-28. Copyright 1968 by
Boosey & Hawkes, Inc.
zs 2/
n o t  b e e n  K n o w n ,
At th e  end o f s e c t io n  "b" in  measure 52, B inkerd m odulates 
from D - f l a t  m ajor to  G m ajor by means of a  B -n a tu ra l p iv o t  tone which 
se rv es  as a  r a is e d  s ix th  in  D - f la t  m ajor and th e  m ediant o f G m ajor.
S t r u c tu r a l  u n ity  i s  re in fo rc e d  through a r e tu r n  in  the  l a s t  
s e c t io n  to  th e  key in  which th e  s e t t in g  opened— G m ajo r.
Rhythm, M eter, and Tempo
A q u ie tu d e  and s e c lu s io n  im p lied  in  th e  t e x t ' s  rem in iscence  i s  
m irro red  in  v a rio u s  rhythm ic c h a r a c te r i s t i c s  o f th e  s e t t i n g .  Among th e se  
c h a r a c te r i s t i c s  a re :  (1) th e  tim e s ig n a tu re  i s  a l i a  b reve  throughout th e
song, (2) th e  tempo i s  la rg o , v a ry in g  only th rough  a  poco p iù  mosso and 
poco te n u to , (3) rhythm ic movement i s  uncom plicated , moving m ostly  in  
q u a r te r  and h a l f  n o te s .
The woman's in c re a se d  em otional response  to  th e  words, "But 
mood to  match has n o t been known/In modern y e a r s ,"  i s  rh y th m ica lly  
r e f le c te d  in  a  poco p iù  mosso d e s ig n a tio n  f o r  th e  second s ta tem en t o f  
th e  p o e t ic  p h ra se . In  m easure 26, th e  f i r s t  m easure o f  s e c tio n  " b ,"  
th i s  tempo in c re a se  su g g es ts  th a t  th e  woman, r e a l iz in g  the  s ig n if ic a n c e
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of th e  words she has u t te r e d ,  i s  prompted to  r e i t e r a t e  them w ith  
in c re a se d  em otional in te n s i ty .
L ink ing  th e  t e x t 's  rem in iscence  w ith  co m positional p ra c t ic e s  of 
e a r l i e r  s t y l i s t i c  e r a s ,  Binkerd has adopted  fo r  u se  in  th i s  song p re -  
Baroque c a d e n t ia l  rhythm ic p r a c t ic e s .  At th e  c lo se  of each s e c t io n ,  in  
m easures 24 th rough  26, 51 through 53, and 64 th rough 67, a  sense  o f 
slow ing i s  produced by len g th en in g  n o te  v a lu e s , p a r t i c u la r ly  in  th e  
v o ic e , r a th e r  than  by tempo d e s ig n a tio n s  such as r i ta rd a n d o  o r r a l l e n -  
ta n d o .
Melody
The v o ic e  l i n e  m ostly  i s  invo lved  w ith  s ta tem en ts  of th e  canon 
s u b je c t .  As p re v io u s ly  d isc u sse d , in  th e  f i r s t  and l a s t  s e c t io n s ,  th e  
v o c a l i s t  i s  a  p a r t i c ip a n t  in  canonic  im i ta t io n .  F urtherm ore, as 
i l l u s t r a t e d  in  Example 78, passages in  th e  v o ic e  l i n e  of s e c t io n  "b" 
s t a t e  p o r t io n s  of th e  canon s u b je c t .  C onsequently , a good d e a l o f th e  
v o ic e  l i n e  in c lu d e s  re c u rr in g  m elodic f ig u r e s  in  th e  canon s u b je c t .
As i l l u s t r a t e d  below , th e  canon s u b je c t i s  c o n s tru c te d  p r im a r i ly  of 
o v erlap p in g  m elodic f ig u re s  which in c lu d e  an ascend ing  p e r f e c t  fo u r th  
fo llow ed  by th e  d escen t of a m ajor o r  m inor second. O ther tones in  th e  
canon s u b je c t  occur e i th e r  as  em bellishm ents o r as  connecting  tones 
w ith in  th e  f ig u r e  (Example 80 ).
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Example 80. "A Bygone Occasion," recurring melodic figures within the
canon subject. Copyright 1968 by Boosey & Hawkes, Inc.
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In  th e  th i r d  p o e tic  s ta n z a , th e  woman seems to  r e l i s h  though ts  
o f "eyes th a t  sm iled" and " l ip s  th a t  lu r e d ."  A qu icken ing  of th e  senses 
a roused  by r e c a l l in g  t h i s  p le a s u re  i s  re p re se n te d  in  m easures 39 through 
45 by an in c re a s e  in  rhythm ic a c t i v i t y  o f th e  v o ic e  l in e  to  predom i­
n a n tly  q u a r te r -n o te  movement.
T his same v o c a l p a ssag e , m easures 39 th rough  45, a ls o  i l l u s t r a t e s  
two m elodic means by w hich B inkerd b u ild s  to  th e  s o n g 's  c l im a c tic  p o in t 
in  m easure 45: (1) q u a r te r -n o te  movement se rv es  as  a f o i l  fo r  th e
s u s ta in e d , c lim a c tic  g - f l a t " ,  (2) th e  descending m elodic  l i n e  o f 
m easures 40 th rough  42 p ro v id es  a con tou r p re p a ra t io n  f o r  th e  m elodic 
a sc e n t to  th e  clim ax o f m easure 45 (Example 81 ).
Example 81. "A Bygone O ccasion ,"  m easures 39-46, v o c a l l i n e  on ly . 
C opyright 1968 by Boosey & Hawkes, In c .
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The v o ic e  l in e  in c lu d e s  a good d e a l of d is ju n c t  movement, y e t 
rem ains l y r i c  and le g a to . M elodic movement, which i s  p r im a r i ly  d ia to n ic ,  
i s  w e ll m o tiv a ted  and th e  h ig h  g - f l a t "  clim ax in  m easure 45, i s  a 
n a tu r a l  cu lm in a tio n  of th e  r i s i n g  in te n s i ty  o f e x p re ss io n .
T ex tu re : Harmony and C oun terpo in t
The b a s ic  s t r u c tu r e  of t h i s  song can be d e sc rib e d  a p t ly  w ith  
e ig h te e n th  and n in e te e n th -c e n tu ry  term ino logy  fo r  chord s t r u c tu r e s ,  
chord p ro g re s s io n s , key r e la t io n s h ip s ,  and th e  h an d lin g  o f d isso n an ce .
B inkerd r e f l e c t s  th e  poem 's b a s ic  theme o f rem in iscen ce  in  
m usic th a t  r e c a l l s  s t y l i s t i c  c h a r a c te r i s t i c s  o f e a r l i e r  y e a rs  in  
m u sica l p r a c t i c e .  As has been d is c u s se d , B inkerd u ses  a com p o sitio n a l 
s t y l e  born  o f m ed ieval tim e s , canonic  im i ta t io n .  The t e r t i a n  harmonic 
s t r u c tu r e ,  however, i s  p o s t-m e d ie v a l. U nlike  o th e r  B inkerd songs, 
d isso n an ces , fo r  th e  m ost p a r t ,  a re  handled  c o n v e n tio n a lly .
In  th e  f i r s t  s e c t io n ,  d issonances occur as  t r a d i t i o n a l l y  
p rep ared  and re so lv e d  non-harm onic to n e s . With th e  e x cep tio n  of a 
v i ig  chord which ap p ears  on th e  second b e a t o f m easure 20, a l l  chords 
in  th e  f i r s t  s e c t io n  a re  t r i a d s .  Of th e  non-chord to n e s , suspensions 
a re  used  most f r e q u e n t ly ,  w ith  ne ig h b o rin g  to n es  and p a ss in g  tones 
o c cu rrin g  on few er o c c a s io n s . A ppogg ia tu ras—accen ted  non-harm onic 
to n es  approached by le a p —a re  heard  only o c c a s io n a lly  in  t h i s  song. 
C onventional h an d lin g  of d isso n an ces  i s  i l l u s t r a t e d  in  m easures 7, 8, 
and 9 , where a su sp en sio n , two n e ighboring  to n e s , and a p a ss in g  tone 
occur (Example 8 2 ).
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Example 82. "A Bygone Occasion," measures 7-9. Copyright 1968 by
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In  s e c t io n  " b ,"  m u sica l s t y l i s t i c  changes m ir ro r  changes in  
p o e tic  mood. Whereas th e  f i r s t  p o e tic  s ta n z a  and th e  opening c o u p le t 
o f th e  second s ta n z a  d e a l s t r i c t l y  w ith  th e  p a s t ,  th e  c lo s in g  c o u p le t 
o f th e  second s ta n z a  speaks in  term s of "modern y e a r s ,"  th e  p re s e n t .
In  th e  t h i r d  s ta n z a , th e  woman i s  rem inded th a t  she was "b eg u iled "  to  
th in k  th a t  p le a s u ra b le  ex p erien ces  w ith  h e r  lo v e r  would en d u re . Her 
in c re a se d  em otional involvem ent w ith  th e  te x t  and th e  poem’s re fe re n c e  
to  "modern y e a rs "  i s  r e f l e c te d  in  an in c re a s e  in  d isso n an ce , a  f u l l e r ,  
more sonorous sound, and a more homophonie te x tu re  th a t  r e s u l t s  from 
s tro n g  c h o rd a l a c t io n  by th e  p iano  and th e  doubling  o f p a r t s .
A p p aren tly , in  t h i s  s e c t io n ,  B inkerd u ses  in c re a se d  d issonance  
to  b r in g  th e  m u sica l s t y l e  c lo s e r  to  "modern y e a r s ,"  th e reb y  r e f l e c t i n g  
th e  p o e tic  id e a  o f moving from th e  p a s t  in to  the  p re s e n t .  T his in c re a se  
of d isso n an ce  r e s u l t s  from a t  l e a s t  fo u r co m positional p ro c e d u res : (1)
a th ic k e r  te x tu r e  and f o r t e  d e s ig n a tio n  fo r  much o f th e  s e c t io n  im part 
some p e rc u ss iv e  q u a l i t i e s  to  th e  o v e r a l l  sound, (2) chords f re q u e n tly  
in c lu d e  sev en th s  and n in th s ,  (3) ap p o g g ia tu ras  w ith  t h e i r  accen ted
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d isso n an ce  occur more fre q u e n tly  th an  in  o th e r  s e c t io n s , (4) non-harm onic 
to n es  f re q u e n tly  a re  doubled.
P o e tic  r e la t io n s h ip s  between th e  f i r s t  and l a s t  s tan z a s  a re  
r e f le c te d  in  s im ila r  harmonic c h a r a c te r i s t i c s  between the  f i r s t  and l a s t  
fo rm al s e c t io n s .  S im ila r  to  th e  f i r s t  s e c t io n ,  harmonic s t r u c tu r e s  in  
th e  l a s t  s e c t io n  a re  m ostly  t r i a d s  w ith  on ly  an o ccas io n a l chord of th e  
seven th  o r n in th .
The c lo s in g  o p e n - f i f th  s o n o r ity  jo in s  w ith  th e  composer’s use  
o f canonic  im i ta t io n  and h is  hand ling  o f rhythm ic cadences to  im part an 
a rc h a ic  f la v o r  to  th e  s e t t in g .  To th e se  in g re d ie n ts  i s  added an e x c it in g  
s ty le  o f c o n tro lle d  d issonance  which, w ith  some r a th e r  unexpected chord 
p ro g re s s io n s  and harm onic c o lo rs , draws from com positional p r a c t ic e s  of 
more re c e n t s t y l i s t i c  e r a s .  This b len d in g  o f th e  a n c ien t and modern in  
com p o sitio n a l s t y l e  adds a  dim ension of tim e th a t  enchances th e  t e x t 's  
rem in iscen ce .
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4. "The Riddle"
S tre tc h in g  eyes w est 
Over th e  s e a ,
Wind fo u l or f a i r .  
Always stood  she 
P ro sp ec t -  im pressed ; 
S o le ly  out th e re  
Did h er gaze r e s t .  
Never elsew here 
Seemed charm to  b e .
I I
Always eyes e a s t  
Ponders she now—
As in  d evo tion—
H il l s  of b lan k  brow 
Where no waves p lough . 
Never th e  l e a s t  
Room fo r  emotion 
Drawn from th e  ocean 
Does she a l lo w .1
This l a s t  poem o f the  cy c le  d e p ic ts  a seascape in  which a 
woman i s  d e sc rib ed  in  c o n tra s t in g  a t t i t u d e s .  A lthough th e  poem does 
n o t re v e a l  s p e c i f ic  causes fo r  h e r r e v e r s a l  of p r o f i l e  and a t t i t u d e ,  an 
answer fo r  th e  r id d le  i s  f a i r l y  obv ious, f o r  th e  s o lu tio n  i s  suggested  
by th e  c y c le 's  p o e tic  co n tex t in  which th e  poem ap p ears . A lb e it  Hardy 
most l ik e ly  d id  n o t w r i te  the  poem w ith  t h i s  p a r t i c u la r  id e a  in  mind, 
c lu e s  a re  g iv en  re g a rd in g  th e  f a t e  o f th e  woman's lo v e r to  whom th e  
c y c le  f re q u e n tly  r e f e r s .  In  th e  f i r s t  s ta n z a ,  th e  woman s tan d s  fa c in g  
th e  ocean, t o t a l l y  engrossed in  though ts  o f h e r lo v e r who i s  away a t  
s e a . The second s ta n z a  p ic tu re s  h e r  fa c in g  from th e  se a , a p p a re n tly
^Hardy, pp . 420-21.
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d ra in ed  o f em otion as she r e a l i z e s  th a t  he i s  l o s t ,  nev er to  r e tu r n .
The te x t  does n o t in d ic a te  a  l i t e r a l  r e v e r s a l  o f p r o f i l e ,  b u t i s  sym bolic 
o f a  change o f mind o r  a t t i t u d e .  The woman’s accep tance  to  f a t e ,  as 
p re sen ted  in  th e  c lo s in g  s ta n z a , p ro v id es  a f i n a l i t y  and c lo su re  bo th  
fo r  t h i s  p a r t i c u l a r  song and fo r  th e  cy c le  as a whole.
Form
"The R id d le"  can be d iv id ed  in to  seven form al s e c t io n s  in  which 
a  form of th e  p rim ary  tone  row i s  p re sen ted  by th e  v o ic e . Because two 
tone  rows appear in  th e  com position , th e  s e r i a l  method o f com position  
i s  o f s ig n i f i c a n t  in f lu e n c e  in  th i s  song. The row which b eg in s  the  
v o ic e  l in e  i s  o f  prim ary  s ig n if ic a n c e  fo r  i t  su b seq u en tly  appears  in  
v a rio u s  forms which c h a r a c te r iz e  th e  v o ca l melody of each fo rm al s e c t io n .  
A secondary tone  row of e lev en  to n es  appears in  th e  accompaniment o n ly .
B in k e rd 's  use  o f s e r i a l  methodology in  t h i s  song i s  o f h i s t o r i ­
c a l  s ig n if ic a n c e  in  view of th e  f a c t  th a t  w h ile  composing tw e lv e-to n e  
music in  1955, B inkerd "suddenly  experienced  an in te n s e  re v u ls io n  away 
from th e  sy stem ."^  However, B inkerd b e lie v e s  th a t  in  s p i t e  of th is
re a c t io n ,  ex p erien ce  w ith  th e  s e r i a l  method has in f lu e n c e d  h is  m usica l 
2
language.
A lthough th e  o v e r a l l  a u ra l  im pact o f th e  song i s  re m in isc en t o f
some s t r i c t l y  dodecaphonic com positions, the  prim ary to n e  row i s  f r e -
1
q u en tly  re a rra n g e d  and used in  incom plete  form. F urtherm ore , th e
^ a g e n ,  "Gordon B in k e rd ,"  p . 2.
2
Gordon B inkerd , p r iv a te  in te rv ie w , Urbana, I l l i n o i s ,  O ctober 16,
1971.
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prim ary  to n e  row, in  any o f i t s  s ta te m e n ts , o r ig i n a l ,  in v e r s io n ,  r e t r o ­
g rad e , re a rra n g ed  o r  in co m p le te , i s  re se rv e d  m ostly  f o r  th e  v o ic e  p a r t .  
The form al d e s ig n  can be diagrammed as fo llo w s;
F ig u re  1 9 . M usical and P o e tic  Form of "The R id d le ."















(o r ig in a l  row)
B
(row rea rra n g ed  
and incom plete  )
( c o n s is ts  o f 3 
in t e r v a l s  from row— 
m3, m2, and M3)
R etro g rad e  o f s e c t .  
1 , b o th  v o ic e  and 
p iano
Text
S tanza  1 , 
l in e s  1 th rough  3
S tanza  1 , 
l in e s  4 and 5
S tanza  1, 
l in e s  6 th rough  9
S tanza  2, 
l in e s  1 th rough  3
S tanza  2, 
l in e s  4 and 5
S tanza  2 , l i n e  6 
and p a r t  of l i n e  7
S tanza  2, 
rem ainder o f l i n e  7, 
l in e s  8 and 9
The v o c a l melody in  th e  f i r s t  fo u r te e n  m easures s t a t e s  th e  
p rim ary  to n e  row, as  i l l u s t r a t e d  in  Example 83. The row i s  c h a r a c te r ­
iz e d  by an em phasis upon p e r f e c t  fo u r th s  o r  t h e i r  in v e r s io n , p e r f e c t  
f i f t h s ,  and upon m inor th i r d s  o r  t h e i r  in v e rs io n , m ajor s i x t h s .  Of th e  
e lev en  in te r v a l s  employed in  th e  row, fo u r  a re  e i th e r  p e r f e c t  fo u r th s  
o r  f i f t h s  and th re e  a re  e i t h e r  minor th i r d s  o r m ajor s i x t h s .  Only two
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o th e r  d is ju n c t  in te r v a l s  a re  u sed , an augmented fo u r th  and a major 
th i r d  n ear th e  beg inn ing  (EXample 83).
Example 83. "The R id d le ,"  m easures 1-14, v o ca l l i n e ,  and in te r v a l s  in  
th e  tone  row. C opyright 1968 by Boosey & Hawkes, In c .
ILa
S+rt+cli-i'na t y f S  Wi s f  0 - v c i r  ___  the.  SZO.
J!_____
V / i ' n d . ■Foul. I .or rOiir.
^  m3 P5 m3
In  m easures 15 through  22, fo llo w in g  th e  i n i t i a l  s ta tem en t of 
th e  tone row, a tra n sp o se d  in v e rs io n  of th e  row i s  s ta t e d  in  th e  v o ice  
l in e  (Example 8 4 ).
Example 84. "The R id d le ,"  m easures 15-22, v o ic e  l i n e  and o r ig in a l  
to n e  row. C opyrigh t 1968 by Boosey & Hawkes, In c .
mm. 15-22
BO g - ,  c>.
4 i  - cüoys s t o o d  i h e Pros -  p e e r  Im - p r e s s e d *
Original row
tP ------------------------ !;a
A lthough th e  prim ary  tone row i s  used m ostly  in  th e  v o ice  p a r t ,  
a  m elodic f ig u r e  c o n s tru c te d  w ith  in te r v a l s  from th e  o r ig in a l  row
181
i n i t i a l l y  ap p ea rs  in  th e  accompaniment, m easure 17 (Exam ple.8 5 ). An 
in v e rs io n  o f th e  f ig u re  occurs in  th e  p iano  p a r t  o f measure 23 (Example 
85). In  subsequen t p a ssag es , th e  f ig u r e  re c u rs  in  v a r io u s  form s in  th e  
v o ice  l i n e .  As i l l u s t r a t e d ,  a fo u r - to n e  fragm ent w ith in  th e  f ig u re  
s p e l l s  th e  f i r s t  fo u r  tones of th e  prim ary  row’s tran sp o sed  re tro g ra d e .
Example 85. "The R id d le ,"  m easures 16-17, and 23, p iano  p a r t  o n ly .
O r ig in a l and tra n sp o se d -re tro g ra d e  forms of prim ary to n e  row. 
C opyright 1968 by Boosey & Hawkes, In c .
P rim ary  to n e  row
i -b-o -
A4- -  -  __ _
n .o o T n T i a  n - ^  T n o n +M easures 16-17, accompaniment'
i
Row, transposed^and  re tro g ra d e
-)S-
P
Measure 23 , accompaniment _
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The f ig u r e  from m easures 16 and 17 re c u rs  in  th e  v o ice  l in e  in  
i t s  tran sp o sed  o r ig in a l  form on two subsequent o ccas io n , m easures 26 
through 30 and m easures 31 through 36 (Example 86 ).
Example 86. "The R id d le ,"  m easures 26-36, v o c a l l in e  o n ly . C opyright 
1968 by Boosey & Hawkes, In c .
$
Sole.- !y o u t  th er i  Did ^ a z e
]3I . , . 5 i
m
I 1 i 3 -
MGV-CIt Cise-U/iiCt-e s î in n d  chur'm  f o  be.»
The f i g u r e 's  f i n a l  v o c a l appearance occurs in  m easures 52 
through 57. H ere, i t  appears in  m odified  in v e rs io n  w ith  th e  s ix th  
tone tran sp o sed  and sounding as an E r a th e r  th an  th e  expected  F 
(Example 8 7 ).
Example 87. "The R id d le ,"  m easures 52-57, v o c a l l i n e  o n ly . C opyright 
1968 by Boosey & Hawkes, In c .
Hilfs o f  blank brovJ where no u/av€5 plough.
In  m easures 60 through 63, th e  f ig u re  i s  l a s t  re p re se n te d  as i t s  
f i r s t  f iv e  to n es  appear tran sp o sed  in  th e  p iano p a r t  (Example 8 8 ).
183
Example 88. "The Riddle," measures 60-63, piano part only.
1968 by Boosey & Hawkes, Inc.
Copyright
60
Between s ta tem e n ts  o f th e  f ig u r e  d iscu ssed  above, th e  in v e r te d  
form of th e  p rim ary  tone  row i s  s ta t e d  i n  th e  v o ic e  l i n e  o f m easures 40 
through 52. The e ig h th  and n in th  to n e s— B - f la t  to  G—a re  re p e a te d  
(Example 8 9 ).
Example 89. "The R id d le ,"  p rim ary  to n e  row and m easures 40-52, v o c a l 
l i n e  o n ly . C opyright 1968 by Boosey & Hawkes, In c .
P rim ary to n e  row
f a » °  t o  <’■=?: f ? ^ ~f— “■ ........ .
o ---- d L ———u------ o  --------1; ---- ^ --------------- --
In v e rs io n  o f row 
40___ _ __________ 45-
r -------- T"^>r— I— I-----------1— ^
A I  -  ways e - i z s  e a s t Por t-dersshe nnu/
M • 11A s  in d e '  V O  -  tf'on H i l l s . . .
The v o c a l l in e  of s e c t io n  6 , m easures 59 through 64 , in c lu d e s  
r e c u r r in g  in te r v a l s  o f the  minor th i r d  and second. I t  i s  th e  only
184
m elodic m otive in  th e  song th a t  does n o t re c u r  in  subsequent p assag es  in  
one form o r  a n o th e r .
The p iano  p a r t  a t  th e  beg inn ing  o f th e  s e t t in g  adheres to  i t s  
own tone  row, independen t o f th e  row in  th e  v o ic e . E igh t to n es  o f a 
row a re  sounded u n t i l ,  i n  m easure 8, r e p e t i t io n s  b e g in . Tones 5 , 6 , 7 
and 8 , a re  re p e a te d  s e v e ra l  tim es l i k e  an o s t i n a to , m easures 8 th rough  
11. In  m easures 12 th rough  16, o th e r  s in g le  to n es  a re  re p e a te d  o u t of 
th e  o r ig in a l  o rd e r .  Because t h i s  row e s s e n t i a l ly  occurs on ly  on one 
o ccas io n , i t  i s  r e f e r r e d  to  h e re  as th e  secondary  row. As i l l u s t r a t e d  
below , i t  c o n s is ts  o f  e lev en  to n e s .
Example 90. "The R id d le ,"  secondary  to n e  row from th e  p iano  p a r t  in  
m easures 1 -16 . C opyright 1968 by Boosey & Hawkes, In c .
ye.pe~a.teJ In
Wt yi .  g ~ / /
a  3  6 / p / /
O  _0_ <=>
In  m easure 17, th e  p iano  p a r t  abandons th e  row i t  observed  in  
th e  f i r s t  s ix te e n  m easures. H ere, i n  m easure 17, th e  r i g h t  hand p lay s  
a f ig u r e  made up o f  in te r v a l s  from th e  prim ary  row. From m easure 17 
th rough  25, th e  p iano  p a r t  i s  w holly  invo lved  w ith  e la b o ra t io n  upon th e  
f ig u r e .  From m easure 26 to  65, th e  p iano  p a r t  a p p a re n tly  fo llo w s no 
sy s te m a tic  s e r i a l  p la n . Then, in  m easure 65, beg in s  a  r e tro g ra d e  o f 
th e  f i r s t  fo u r te e n  m easures o f th e  song.
A p p a ren tly , th e  com plete re tro g ra d e  form o f th e  prim ary  row i s  
re se rv e d  fo r  a  p a r t i c u l a r  r o l e .  In  m easures 65 th rough  79, b o th  th e  
v o ice  l in e  and p iano  p a r t  a re  re tro g ra d e s  o f th e  so n g 's  f i r s t  fo u r te e n
185
m easures in  which th e  p rim ary  to n e  row was sounded in  th e  v o ic e  p a r t .
For a s s is ta n c e  in  lo c a t in g  th e  r e tro g ra d e  s e c t io n .  Example 91 p re s e n ts  
th e  re tro g ra d e  form o f th e  prim ary  row. Although more v i s u a l  th an  a u r a l ,  
t h i s  re tro g ra d e  p ro ced u re  m ir ro rs  th e  woman’s f i n a l  pose in  s ta n z a  2 as  
an a n t i t h e s i s  o f th e  f i r s t  scene  in  s ta n z a  1 . T his i s  a n o th e r example 
o f B inkerd ’s c a r e f u l  a t t e n t io n  to  d e t a i l .
Example 91. "The R id d le ,"  r e tro g ra d e  form of p rim ary  to n e  row. Copy­
r ig h t  1968 by Boosey & Hawkes, In c .
---------&—:--------
142------------------'--------------------------------------------------- e —
C o n trib u tin g  to  fo rm al u n i ty  o f th e  song c y c le  as  a  w hole, p iano  
p a r ts  t h a t  open and c lo s e  th e  f i r s t  song in  th e  c y c le , "She, To Him," 
and th e  l a s t  song, "The R id d le ,"  a re  a lm ost id e n t i c a l .  Both open w ith  
th e  p i tc h  E in  th re e -o c ta v e  sp a c in g . Except fo r  m inor changes in  
n o ta t io n ,  th e  c lo s in g  f iv e  m easures o f b o th  songs a r e  i d e n t i c a l .
Rhythm, M eter, and Tempo
A sen se  o f sp ac io u sn ess  i s  g en era ted  in  th e  p o e tic  scene  through  
re fe re n c e s  to  expanses o f  sea  and " h i l l s  o f b lan k  brow ." To t h i s  i s  
added th e  elem ent o f t im e , as  th e  woman s tan d s  gazing  over th e  s e a ,
"Wind fo u l  o r f a i r . "  The v o c a l l i n e  rh y th m ica lly  r e f l e c t s  th e se  la rg e  
dim ensions through v a r io u s  e x p re ss iv e  means. The v o c a l melody in c lu d e s  
m ostly  n o te s  o f ex tended  tim e v a lu e —h a lf  and whole n o te s  w ith  f re q u e n t 
t i e s .  An unchanging common m e te r, an u n h u rried  and f l e x ib l e  tempo ru b a to . 
and su s ta in e d  v o c a l to n e s  u n i te  to  c re a te  lo n g , le g a to  m elodic  l i n e s .
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The p ian o  p a r t  in c lu d e s  s t r ik in g  rhythm ic c o n tra s ts  fo r  te x tu a l  
r e p re s e n ta t io n  o f a  more s p e c i f ic  k in d . Follow ing th e  su s ta in e d  tones 
o f  th e  f i r s t  seven  m easures, b u ild in g  to  th e  words "Always s to o d  she 
p ro sp e c t im pressed" (m easures 15 through 2 3 ), th e  p iano p a r t  b eg ins to  
add n o te s  o f d e c rea s in g  tim e v a lu e , u n t i l  in  m easure 14, a  f lo u r i s h  o f 
s ix ty - f o u r th  n o te s  s e ts  th e  pace f o r  a rh y th m ica lly  e n e rg e tic  passage 
th a t  ex tends from m easure 14 through 25. In  t h i s  p assag e , s ix ty - fo u r th  
and th ir ty -s e c o n d -n o te  f lo u r is h e s  u n i te  w ith  a  g rad u a l crescendo and 
te x tu re  in c re a s e  to  b u ild  a  h ig h  degree of dynamic and rhythm ic 
i n t e n s i t y .  D uring t h i s  m u sica l growth to  th e  dynamic summit o f measures 
22 and 23, th e  v o ic e  so a rs  s tro n g ly  w ith  th e  w ords, "p ro sp ec t im p ressed ,"  
th e reb y  em phasizing th e  woman’s s o l id  d e te rm in a tio n  in  h e r  v i g i l .
Melody
Because th e  v o ca l melody i s  de riv ed  m ostly  from v a rio u s  forms 
o f th e  p rim ary  to n e  row, l e t  us examine th e  row fo r  f u r th e r  in fo rm atio n  
about th e  v o c a l m elody. The row i s  q u ite  d is ju n c t  (Example 9 2 ). In  
i t s  o r ig in a l  form , on ly  fo u r th s  o r f i f t h s  and th ir d s  o r s ix th s  occur 
u n t i l  th e  l a s t  two in t e r v a l s ,  which a re  two co n secu tiv e  h a l f  s te p s .  
S t a t i s t i c a l l y ,  th e re  a re  f iv e  fo u r th s  o r f i f t h s ,  fo u r th i r d s  o r s ix th s ,  
and two seconds. C onsidering  only  th e  fo u r th s  o r f i f t h s ,  we f in d  th a t  
p e r f e c t  i n te r v a l s  p redom inate . Four o f th e  in te r v a ls  a re  p e r f e c t ,  bu t 
only  one i s  augmented o r d im in ish ed . C onsidering  only th i r d s  o r s ix th s ,  
we f in d  th a t  th e  composer used th e  th i r d  more f re q u e n tly  than  th e  
s ix th .  In  th e  row ’s o r ig in a l  form, th re e  th i r d s  ap p ea r, b u t only one
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s ix th .  Of th e  seconds, only  th e  m inor second o ccu rs ; however, in  th e  
v o ic e  l i n e  o f m easures 32 and 33, th rough  oc tave  d isp lacem en t, th e  m inor 
second becomes a m ajor sev en th .
Example 92. "The R id d le ,"  p rim ary  tone  row ;>7ith in te r v a ls  i d e n t i f i e d .  
C opyright 1968 by Boosey & Hawkes, In c .
*  - ■ ■o  /
14 A4 m3 M3 P5 m3 P5 M6 Ff m2 m2
D esp ite  th e  m elodic a n g u la r i ty ,  a  s u s ta in e d , le g a to  s ty le  o f  
perform ance i s  suggested  by th e  t e x t .  T his should  p re se n t no problem  to  
th e  cap ab le  s in g e r ,  p a r t i c u l a r ly  in  view  o f th e  f a c t  th a t  th e  p i tc h  
range (d* to  g -sh a rp " ) i s  n o t im posing.
A lthough th e  melody i s  n o t h e a v ily  invo lved  in  w o rd -p a in tin g , 
s e v e ra l  p assages seem to  re p re s e n t  th e  t e x t  in  a p a r t i c u la r ly  s p e c i f ic  
manner. In  th e  f i r s t  f iv e  m easures, th e  t e x t  d e p ic ts  th e  woman’ s f a r -  
re ach in g  gaze . S e re , th e  ascend ing  m elodic l i n e  re p re se n ts  a p ro je c t io n  
o f  h e r  gaze over th e  expanse o f  ocean. Then, in  measure 4 , th e  m elodic 
co n to u r b eg in s  a d e sc e n t, as  i f  to  p r o je c t  th e  gaze over and beyond the  
s e a 's  h o riz o n . The re tro g ra d e  o f  t h i s  m elodic passage occurs in  mea­
su re s  75 th rough  80, w herein  i t s  descending co n to u r, an a n t i t h e s i s  o f 
th e  f i r s t  f iv e  m easures, r e f l e c t s  th e  woman’ s accep tance o f h e r lo s s  
and th e  despondency o f  th e  scen e .
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T ex tu re : Harmony and C o u n terpo in t
A lthough s e r ia l i s m  re n d e rs  p o r t io n s  o f  t h i s  s e t t in g  a to n a l— 
th a t  i s ,  passag es  "which abandon th e  c o n s is te n t  use  o f a  to n ic  o r key- 
c e n tre  to  which a l l  th e  n o te s  and chords o f  a  p ie c e  a re  r e la te d " ^ —an 
in te r e s t in g  c h a r a c t e r i s t i c  o f t h i s  song i s  th e  con tiguous appearance o f  
a to n a l  and to n a l  p assag es .
In  th e  f i r s t  s e c t io n , m easures 1 th rough  14, two independent 
tone  rows a re  c o n c u rre n tly  sounded by th e  v o ic e  and p ian o . As would be 
su sp ec ted , c h a r a c te r i s t i c s  o f  s e r i a l  com position  a re  p re s e n t— freq u e n t 
d isso n an ces  and an absence o f s ig n i f i c a n t ly  s tro n g  to n a l  p o l a r i t i e s .  
O bviously, in  m easures 65 through 79, th e  re tro g ra d e  o f a l l  p a r t s  in  
th e  so n g 's  f i r s t  fo u r te e n  m easures p o sse sse s  th e se  same s e r i a l  ch arac ­
t e r i s t i c s .
S ev e ra l p assag es  in  th e  song p o sse ss  d e f in i t e  to n a l  t r a i t s ,  and 
fu rth e rm o re , many harmonic s t r u c tu r e s  w ith in  th e se  p assages a re  t e r t i a n .  
For example, i n  m easures 19 th rough  21, to n e s  o f  th e  v o ca l p assag e  which 
s p e l l  th e  in v e r te d  form o f th e  to n e  row become members o f t e r t i a n  
cho rds. In  th e se  s t r u c tu r e s ,  e i th e r  two o r  th re e  to n es  o f  b a s ic  t r i a d s  
a re  sounded. In  s p i t e  o f  th e  many p iano  fo u r is h e s ,  a  B-minor t o n a l i t y  
emerges in  m easures 19 and 20. Then, in  m easure 21, th e  chords move 
upward by h a l f  s te p s ,  sounding th e  E-m inor and F-m inor chords re sp ec ­
t i v e ly .  I t  can be f u r th e r  observed th a t  in  m easures 22 th rough  25, 
each p iano  f o u r is h  i s  fo llow ed by th e  sounding o f a  D -sharp-m inor chord .
^ e s t r u p  and H a rriso n , Encyclopedia o f M usic, p . 37.
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F u r th e r  i l l u s t r a t i n g  to n a l e lem en ts  w ith in  th e  s e t t i n g ,  th e  
c lo s in g  n in e  m easures a re  in  E-m inor. In  m easures 83 and 84, i l l u s t r a t ­
in g  t e r t i a n  harmony, an E -m inor-m inor-seven th  chord i s  a rp e g g ia te d  by 
th e  p ian o . The f i n a l  chord in c lu d e s  th e  to n ic  and th i r d  o f th e  E-m inor 
chord .
As p re v io u s ly  su g gested , m ost o f th e  numerous p iano  f lo u r is h e s  
a re  used p r im a r i ly  f o r  t h e i r  p e rc u s s iv e  and te x tu r a l  e f f e c t s ,  hence , 
th ey  do n o t s ig n i f i c a n t ly  c o n tr ib u te  to  th e  harmonic scheme.
In  "The R id d le ,"  m usical t e x tu r e s ,  viewed from b o th  v e r t i c a l  
and h o r iz o n ta l  van tag e  p o in ts ,  p re s e n t  s t r i k in g  c o n tr a s ts  which r e f l e c t  
p o e tic  im p lic a t io n s .  From a v e r t i c a l  s ta n d p o in t, much o f th e  s e t t in g  
i s  th in  in  te x tu r e .  However, t h i s  g e n e ra l  sp a rse n ess  o f te x tu r e  h igh­
l i g h t s  th e  one extended passage  o f  th ic k  te x tu r e .  The dynamic peak of 
th e  s e t t i n g  o ccu rs  in  m easures 22 and 23. H ere, B inkerd chooses to  
a c c e n tu a te  th e  woman’s in n e r  s t r e n g th  by em phasizing th e  w ords, "Always 
stood  she p ro sp e c t im p ressed ."  M usical growth toward and in to  th e  
clim ax i s  su p p o rted  by a  s tead y  in c re a s e  in  te x tu re  d e n s i ty .  Of 
p a r t i c u l a r  i n t e r e s t  i s  the  manner in  which B inkerd adds to  th e  m u sica l 
f a b r i c .  In  m easure 19, appear th re e -n o te  p iano  f lo u r is h e s .  Then, in  
th e  two subsequen t m easures, th e  f lo u r is h e s  in c lu d e  fo u r  and f iv e  to n e s .
The clim ax o f m easures 22 and 23, th e n  adds more to n es  to  c r e a te  e ig h t-n o te  
and th i r t e e n - n o te  f lo u r i s h e s .
As would be surm ised from an  u n d e rs tan d in g  o f B in k e rd 's  
co m p o sitio n a l s t y l e  and c h a r a c t e r i s t i c s  o f  s e r i a l  com position , th e  song’ s 
m u sica l f a b r ic  i s  m ostly  c o n tra p u n ta l . However, as  f r e q u e n tly  occurs  
in  B in k erd ’ s songs, th e  g e n e ra tio n  o f dynam ically  in te n s e  and c l im a c tic
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p assag es  i s  su p p o rted  by t r a n s i t i o n  to  a  more homophonie s ty le .  As 
i l l u s t r a t e d  in  m easures 18 th rough  23, th e  woman's d e te rm in a tio n  i s  
f u r th e r  em phasized th rough  t r a n s i t i o n  to  a  more c h o rd a l s t y l e .  The 
r e s u l t a n t  in c re a s e  in  te x tu re  d e n s ity  w ith  f re q u e n t doubling  of p a r t s  
f a c i l i t a t e s  a  m u s ica l growth and dynamic s t r e n g th .
In  t h i s  s e t t i n g ,  s c e n e -p a in tin g  i s  enhanced by p i a n i s t i c  e f f e c t s .  
For exam ple, in  th e  f i r s t  two m easures, th e  s c e n e 's  expansiveness i s  
r e f le c te d  th ro u g h  w ide-d im ensional u se  o f th e  keyboard . Observing only  
th e  low est and h ig h e s t  to n es  in  th e se  m easures, th e  p i tc h  range ex tends 
from th e  lo w est E to  th e  sec o n d -h ig h e s t F -sh arp  on th e  s tan d a rd  key­
b oard . Then, in  m easure 5 , a  s tro n g  s ix -o c ta v e  ascend ing  arpeggio  
p recedes th e  word " s e a .” In  m easure 74, th e  re tro g ra d e  o f th i s  f ig u r e  
le ad s  in to  th e  word "o c e a n ."
M easure 30 i l l u s t r a t e s  a  p ian o  f ig u r e  w hich i s  heard  in  o th e r  
songs by B inkerd . T his em bellishm ent o f ra p id  to n es  in  w idely  spaced 
o c tav es  u s u a l ly  p u n c tu a te s  and h ig h l ig h ts  a  p o e tic  id e a —a s o r t  o f  
m u sica l ex c lam atio n  mark. H ere, in  m easure 30, th e  f ig u r e  seems to  
a c c e n tu a te  th e  woman's tr a n s f ix e d  gaze . Then, in  m easures 30 th rough  
35, th e  s in g le ,  s u s ta in e d  to n e  which emerges from th e  em bellishm ent 
seems to  r e p re s e n t  an im m obility  in  h e r  gaze w hich "Never elsew here 
seemed charm to  b e ."
As f r e q u e n t ly  o ccu rs  in  B in k e rd 's  songs, t h i s  s e t t in g  c lo se s  
w ith  w ide ly  spaced  to n es  in  th e  p iano  p a r t .  For "The R id d le ,"  th e  
c lo s in g  s o n o r i ty  se rv e s  as  a  f i n a l  re fe re n c e  to  th e  s c e n e 's  wide 
dim ensions o f  tim e  and sp ace . As th e  f i n a l  sound in  th e  song c y c le , 
th e  heavy, s u s ta in e d  chord seems an a p p ro p r ia te  co n c lu s io n  fo r  the
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t e x t ' s  so b er and m elancholy them es.
The f i n a l  two songs o f  th e  cy c le  Shut Out That Moon I l l u s t r a t e  
d iv e rs e  means th rough  which B inkerd  re p re se n ts  p o e tic  t e x t s .  In  "A 
Bygone O ccasion ,"  he employs th e  h i s t o r i c a l  p rocedure  canonic  im ita t io n .  
Then, in  th e  fo llo w in g  and f i n a l  song o f th e  c y c le , "The R id d le ,"  th e  
tw e n tie th -c e n tu ry  s e r i a l  method i s  e f f e c t iv e ly  employed. These charac­
t e r i s t i c s  i l l u s t r a t e  B in k e rd 's  re so u rc e fu ln e s s  and g iv e  ev idence  o f h is  
p o e t ic  s e n s i t i v i t y  and a t t e n t io n  to  d e t a i l .
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II. Three Songs for Mezzo-Soprano
These th re e  songs a re  s e t t in g s  o f  th r e e  u n re la te d  poems by two 
d i f f e r e n t  p o e ts .^  The f i r s t  poem, "Never The N ig h tin g a le ,"  was w r i t te n  
by A dela ide  Crapsey (1878-1914). I t  i s  a  d irg e  which so b e rly  speaks of 
d e a th 's  f i n a l i t y .  The second and th i r d  poems, by R obert H e rrick  (1591- 
1674), a re  o f  c o n tra s t in g  moods. The second song o f  th e  c y c le , "How 
L i l l i e s  Came W hite ,"  i s  a w him sical fa n ta sy  in  which Cupid and h is  
m other g iv e  l i l i e s  t h e i r  w hite  c o lo r . The l a s t  s e t t i n g ,  "Upon P a r t in g ,"  
d e sc r ib e s  lo v e r s ' mixed em otions upon s e p a ra t in g .
The th re e  songs a re  in  c o n tra s t in g  tempos— slow , f a s t ,  slow— 
which r e f l e c t s  th e  moods o f th e  songs. The songs show no s ig n i f i c a n t  
m usical r e la t io n s h ip s .
The c y c le  was composed o r ig in a l ly  f o r  v o ic e  and s t r in g  q u a r te t ,  
b u t B inkerd has tr a n s c r ib e d  th e  o r ig in a l  s t r i n g  p a r t s  fo r  p ian o . Both 
v e rs io n s  a re  p u b lish e d .
d u r i n g  a te lephone  in te rv ie w , J u ly  7 , 1972, Mr. B inkerd s a id  
th a t  he does n o t p e rc e iv e  any s ig n i f ic a n t  th em atic  r e la t io n s h ip s  between 
th e  poems.
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1. "Never The Nightingale"
Never th e  n ig h tin g a le ,
Oh, my d e a r .
Never ag a in  th e  la r k  
Thou w i l t  h e a r ;
Though dusk and th e  morning s t i l l  
Tap a t  th y  w in d o w -s ill.
Though ev er lo v e  c a l l  and c a l l
My d e a r , my d e a r , my d e a r . l
A delaide Crapsey (1878-1914) was an American p o e te s s .  T y p ica l 
o f h e r p o e try , t h i s  f i r s t  t e x t  o f  th e  song c y c le  s e t s  a  sombre mood. 
Regarding C rap sey 's  s t y l e ,  L ouis Untermeyer w r i te s ;
T iny in  b u lk , f r a i l  i n  su b stan ce , th e  work of A delaide  Crapsey 
i s  e x tra o rd in a ry  in  i t s  t a c t i l e  d e lic a c y . Hers i s  a  r e t i c e n t  
im pression ism : a  few monotones in  s i l v e r  and g ra y , lan d scap es
which have n o t been d e se r te d  W  th e  sun b u t which seem conscious 
o f th e  c h i l l  o f  dusk. V erse [ a  c o l le c t io n  o f A dela ide  C rapsey 's  
poem s] has an alm ost a u to b io g ra p h ic a l q u a l i ty .  I t s  pages a re  
te n se  w ith  th e  p rem o n itio n  o f th e  a u th o r 's  d ea th  a t  Saranac Lake 
where h e r  window looked down a t  th e  g r a v e y a r d . 2
T his p a r t i c u l a r  poem, e n t i t l e d  "D irg e ,"  p o s s ib ly  was w r i t te n
3
by th e  p o e te s s  a s  a  p rem o n itio n  o f h e r  imminent d e a th . I t  speaks of 
sounds, s ig h ts ,  and em otions th a t  a f t e r  d ea th  w i l l  be "heard" no more. 
The poem 's f i r s t  fo u r  l i n e s  speak o f a u d ib le  sounds o f  th e  n ig h tin g a le  
and l a r k ,  b ird s  whose songs have enchanted many a p o e t. The f i f t h  and 
s ix th  l i n e s  p re s e n t  v i s u a l  im ages, "dusk and th e  m orn ing ,"  as  be ing  
capab le  o f p roducing  sound— a " ta p ."  The " c a l l "  o f  lo v e  i s  f ig u r a t iv e
^ o u i s  U nterm eyer, American P o e try  S ince 1900 (New York; Henry 
H olt & C o., 1923), p . 330.
2
U nterm eyer, p . 329.
3
U nterm eyer, p . 330.
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language. U n like  th e  l a r k ,  n ig h t in g a le ,  dusk and m orning, lo v e  I s  an 
em otion. The r e f r a i n ,  "my d e a r ,"  o ccu rs  In  l i n e  2 ("Oh, my d ea r" ) and 
l i n e  9 ("My d e a r , my d e a r" ) .
Form
The m u s ic a l form I s  te r n a r y ,  a s  fo llo w s:
F ig u re  20 . M usica l and P o e tic  Form o f  "Never th e  N ig h tin g a le ."
S e c tio n
P re lu d e
I n te r lu d e
In te r lu d e
In te r lu d e
In te r lu d e















Lines 1 -4 , w ith  th e  
r e f r a i n ,  "Oh, my d e a r ,"  
re p e a te d  
P iano
L ines 5-8  (The word 





R e fra in
L ine 7
R e fra in
B lnkerd  s e t s  th e  f i r s t  fo u r  p o e t ic  l in e s  In  th e  f i r s t  s e c t io n  
and l in e s  5 th rough  8 In  th e  m idd le  s e c t io n .  The f i n a l  s e c t io n  b eg in s  
and ends w ith  th e  r e f r a i n  ( l i n e s  9 and 2 ) .  B lnkerd em phasizes lo v e ’ s 
c a l l  by r e p e a t in g  l i n e  7 In  th e  f i n a l  s e c t io n .  Note t h a t  th e  word 
" lo v e "  I s  o m itted  In  th e  f i r s t  s e t t i n g  o f th e  l i n e  In  th e  m iddle s e c t io n .
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The w o rd 's  f i r s t  appearance In  m easures 67 th rough  70 i s  one o f th e  
im p o rtan t d e t a i l s  o f th e  song. At f i r s t ,  i n  m easures 32 th rough  40, 
th e re  i s  o n ly  an  u n id e n t i f ie d  " c a l l . "  Then, in  m easure 68, i t  i s  
i d e n t i f i e d  as  lo v e 's  c a l l .
For th e  most p a r t ,  th e  f i n a l  s e c t io n  i s  a m u sica l r e c a p i tu la t io n  
o f th e  f i r s t  s e c t io n , w ith  v a r ia t io n s  in  to n a l i ty ,  v o ic in g , rhythm , and 
m e te r. A lthough a l l  s e c tio n s  o f  th e  song a re  u n if ie d  by common ch arac­
t e r i s t i c s ,  in  th e  m iddle s e c t io n ,  m u sica l c o n tr a s t  e x i s t s .  C o n tra s ts  
in  th e  m idd le  s e c t io n  a re ;  (1) th e  v o ic e  and in s tru m e n ta l p a r t s  a re  
more a c t i v e  th an  in  th e  opening and c lo s in g  s e c t io n s ,  (2) m easures 32 
th rough  40, th e  so n g 's  c lim ax , a r e  more dynam ically  in te n s e  th a n  o th e r  
s e c t io n s ,  (3) i t  i s  more m odulatory  th an  o th e r  s e c t io n s .
Most o f th e  song i s  based  on fo u r  m otives o f w hich th e  " c a l l "  
i s  th e  m ost im p o rtan t. B esides i t s  be in g  th e  b a s is  f o r  th e  s o n g 's  
v o ca l l i n e ,  v a r ia t io n s  o f  i t  occu r in  th e  in s tru m e n ta l s c o re . The 
m otive undergoes s e v e ra l  changes d u rin g  th e  song depending on i t s  
te x tu a l  c o n te x t . In  c le a r e s t  form i t  o ccu rs  a t  th e  s o n g 's  clim ax as 
a  sim ple  re p e a te d  tone s im u la tin g  an  a c tu a l  c a l l  (Example 93 ).
Example 93. "Never The N ig h tin g a le ,"  m easures 32-40, v o c a l l i n e  o n ly .
C opyrigh t 1971 by Boosey & Hawkes. In c .
I
T V i o U ÿ b  CV - tr cali. Though g v  -  ev c a / / ,  ca/f  ané call
The m otive  ta k e s  o th e r  forms and shapes such as  a t  th e  beg inn ing  o f  th e  
song (Example 94).
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Example 94. "Never The Nightingale," measures 4-6, vocal line only.
Copyright 1971 by Boosey & Hawkes. Inc.
In  m easures 23 and 24, th e  c a l l  i s  re p re se n te d  by re p e a te d  to nes w ith  
th e  w ords, "Tap, Tap, T ap ."  In  m easures 75 th rough  84, th e  c a l l  i s  
heard  in  lo n g , s u s ta in e d  to n e s . In  m easures 8 and 9, 12, 41 through 
48, and 68 and 69, th e  c a l l  ta k e s  on an u n d u la tin g  form (Example 95 ).
Example 95. "Never The N ig h tin g a le ,"  m easures 8-10 and 41-48, v o ca l 
l i n e  o n ly . C opyright 1971 by Boosey & Hawkes, In c .
mm. 8-10
oh,  my dear,
mm. 41-48
Thou wi )+, Thouy/ i i f t  w i l t  hof  heoi- a t  a 11 »  ̂ a ( 11
B lnkerd u se s  th e  t r i t o n e  a s  a re c u rr in g  m otive in  co n ju n c tio n  
w ith  th e  v a r io u s  forms o f  th e  " c a l l "  m otive. For exam ple, in  m easures 
4 th rough  6 (Example 9 4 ), th e  extended c a l l  on A - f la t  cu lm in a tes  w ith  
th e  t r i t o n e .  E - f l a t  to  A -n a tu ra l. In  m easures 8 th rough  10 (Example 9 5 ), 
11 th rough  13, and 67 th rough  70, th e  " c a l l"  m otive occu rs  between two 
t r i t o n e s .  In  m easures 16 and 17, and 79, th e  t r i t o n e  i s  heard  between
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su s ta in e d  tones o f  th e  " c a l l "  m otive. In  m easures 21 th rough  24, 
su cc e ss iv e  ascend ing  t r i to n e s  le ad  to  th e  re p e a te d  to n es  o f th e  " c a l l "  
m otive (Example 9 6 ).
Example 96. "Never The N ig h tin g a le ,"  m easures 21 through  24, v o c a l l in e  
o n ly . C opyright 1971 by Boosey & Hav/kes, In c .
i21 à 24
Thowgh dusk OMcl mnorn-ing s f i i l  Tap, Tap. Tap,
Two b a s ic  m otives from th e  p re lu d e  form th e  b a s is  f o r  a  good 
d e a l o f  th e  in s tru m e n ta l s c o re . The most im p o rtan t, m otive 1 , which 
f i r s t  appears  a s  th e  opening fo u r n o te s  in  th e  upper p a r t  o f th e  
p re lu d e , moves c h ro m a tic a lly  (Example 97). A secondary  m o tiv e , m otive 
2, which i n i t i a l l y  appears  a s  th e  f i r s t  fo u r n o te s  in  th e  b ass  l in e  o f 
th e  p re lu d e , ascends by h a l f  s te p s  w ith  a whole s te p  between th e  second 
and th i r d  tones (Example 97).
Example 97. "Never The N ig h tin g a le ,"  m easures 1 -3 , in s tru m e n ta l p a r t s  
w ith  m o tiv es . C opyright 1971 by Boosey & Hawkes, In c .
n  o-f / u e. 1
1 , 2 .
- a — - - - - - - - - - - r - - - - - - - - - - - - - -
g ) î  7 - , - - - - - - j- - - - - - - - J - - - - - - - - - - - - - - J  k _ . . . . . . . . . . . . . ^■ d  ■ ■ ■ - T : - . . . . Y.P... . . . . . . . . .
M o t i v e .  Z
M o t i v e  1 L fiai-/ye. 2
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The two in s tru m e n ta l m otives f r e q u e n tly  re c u r  tran sp o sed  and 
in  v a r io u s  form s. For example, in  s e c t io n  " b ,” m easures 28 th rough  32,
most n o te s  o f  th e  in te r lu d e  a re  in v o lv ed  in  c o n tra p u n ta l and ch o rd a l
tre a tm e n t of m otives 1 and 2 (Example 98) :
(a) tran sp o sed  in v e rs io n  o f  f i r s t  th re e  to n es  o f m otive 1 , w ith
f i r s t  tone d isp la ce d  down an o c tav e ,
(b) m otive 1 tran p o sed ,
(c) m otive 2,
(d) m otive 1 , tran sp o sed  w ith  second tone  d isp la c e d  an o c tave  
below,
(e) m otive 1 w ith  second, t h i r d ,  and fo u r th  to n es  sounded 
s im u ltan eo u sly .
Example 98. "Never The N ig h tin g a le ,"  m easures 28-32 , w ith  m o tiv es . 
C opyrigh t 1971 by Boosey & Hawkes, In c .
C
J —- i -
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T his i s  a r t i s t i c  c o n s tru c tio n  o f a  compact work which i s  based 
m ostly  on fo u r  m o tiv es— th e  " c a l l "  m o tiv e , th e  t r i t o n e ,  and in s t r u ­
m ental m otives 1 and 2.
Rhythm, M eter, and Tempo
The poem 's sombre mood i s  m irro red  in  a  m oderate tempo 
( ^ =  c a . 120) and a  g e n e ra l ly  low rhythm ic a c t i v i t y  which im p arts  a 
h eav in ess  to  th e  s e t t i n g .
For th e  m ost p a r t ,  th e  s e t t in g  In c lu d e s  f re q u e n t m eter changes. 
However, t h i s  m e tr ic  c h a r a c t e r i s t i c  se rv e s  a s  a  f o i l  f o r  th e  s in g le ­
m eter passage  in  w hich th e  so n g 's  clim ax b u i ld s  and c u lm in a te s . Where­
as  m eter changes have o ccu rred  f re q u e n tly  u n t i l  m easure 33, in  m easures 
33 th rough  46, B lnkerd  g e n e ra te s  th e  s o n g 's  clim ax (m easures 39 and 40) 
in  a p assag e  o f unchanging 3/4  m e te r.
Melody
B lnkerd r e f l e c t s  th e  t e x t ' s  p a th o s  i n  a  melody w hich, w ith  
s u s ta in e d  to n e s , t r i t o n e s ,  and so rro w fu l t e x t s ,  i s  a p la in t iv e  lam ent.
To th e se  e lem en ts i s  added a  modal q u a l i ty ,  f o r  in  each s ta tem en t o f 
th e  u n d u la tin g  form  o f th e  " c a l l "  m otive th e  melody su g g es ts  th e  Lydian 
mode. For exam ple, in  m easures 8 th rough  10 , in  th e  to n a l i ty  o f  A - f l a t ,  
th e  m elody 's  f i r s t  fo u r to n es  sound th e  le a d in g  to n e , G, th e  to n ic ,  
A - f l a t ,  th e  m ed ian t, C, and th e  r a is e d  fo u r th  s te p ,  D, o f  th e  Lydian 
s c a le  on A - f l a t .
For d ram a tic  p u rp o ses, B lnkerd c o n tr a s ts  con toured  m elodic  l in e s  
w ith  su s ta in e d  and re p e a te d  to n e s . He re s e rv e s  ex tended use o f th e
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" c a l l "  m o tiv e 's  s im p le s t form (a s in g le  to n e  re p e a te d ) fo r  th e  s o n g 's  
clim ax w ith  th e  w ords, "Though ev er c a l l  and c a l l "  (m easures 39 and 4 0 ). 
The e f f e c t  i s  f u r th e r  enhanced as  th e  c a l l  g ra d u a lly  b u ild s  from a 
p ian issim o  to  a f o r t i s s im o .
S u s ta in ed  to n es  a ls o  occur in  a  subdued manner. For exam ple, in  
m easures 75 through  77, a  su s ta in e d  G w ith  th e  word, "Oh," resem bles a  
so rro w fu l moan.
F u r th e r  m ir ro r in g  th e  t e x t ' s  d i r g e - l i k e  mood, th e  t e s s i t u r a  i s  
low. The range ex tends from a low g o r  o p t io n a l  d up to  e " .
In  h is  songs, B inkerd re p e a te d ly  enhances p o ig n an t p assag es  by 
s e t t in g  them w ith  e i t h e r  v o ca l monophony o r  th e  a d d it io n  of v e ry  s p a rse  
accompaniment. In  m easures 44 through  47, th e  p a thos o f th e  w ords,
" w il t  n o t h ea r a t  a l l , "  i s  emphasized by a  s p a r s e ly  accom panied, 
descending v o ca l l i n e .  The d escen t o f th e  l i n e  jo in s  w ith  th e  prom inence 
o f  th e  v o ic e  to  r e f l e c t  th e  p o e t 's  r e a l i z a t i o n  th a t  the  c a l l  o f  lo v e  
w i l l  n o t be h eard .
T ex tu re ; Harmony and C oun terpo in t
From e ig h t - p a r t  w r it in g  to  unaccompanied v o ic e , th e  song moves 
th rough  f r e q u e n tly  changing te x tu r e s .  Both c o n tra p u n ta l and ch o rd a l 
te x tu re s  a re  p re s e n t ;  v e r t i c a l  s t r u c tu r e s  ap p ear bo th  in  ch o rd a l and 
a rp e g g ia te d  form s.
The song in c lu d e s  a  wide v a r ie ty  o f  t r a d i t i o n a l  non-harm onic to n es  
such as  su sp e n s io n s , a p p o g g ia tu ra s , and n e ig h b o rin g  to n es  which a re  
t r e a te d  i n  a manner rem in iscen t o f  e a r ly  Schoenberg. The la te - n in e te e n th -  
c en tu ry  tre a tm e n t can be observed in  m easures 1 through 3.
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W ith th e se  t r a d i t i o n a l  d issonances a ls o  i s  heard  tw e n tie th -  
c en tu ry  d isso n an ce  g e n e ra te d  in  b im odal, po lyharm onic, and p o ly to n a l 
p a ssa g es . For exam ple, in  m easure 37, o ccu rs  a  polyharm onic passage  in  
which an A-minor to n ic  t r i a d  sounds a g a in s t  i t s  dom inant, an E-m ajor 
t r i a d ,  and i t s  subdom inant, a D-major t r i a d .
Much o f  th e  song’ s c o u n te rp o in t and harmony i s  based on chrom atic  
in s tru m e n ta l  m otives 1 and 2 which a re  f i r s t  p re se n te d  in  th e  p re lu d e , 
m easures 1 th rough  3 (Example 97 ). The chrom atic ism  o f th e se  m otives 
perm eates a  good d e a l o f  th e  te x tu re .  In  l i n e a r  t e x tu r e s ,  chrom atic  
movement o f l i n e s  f r e q u e n tly  g e n e ra te s  d isso n an ce . In  m easures 8 
th rough  10, th e  chrom atic ism  i s  heard  v e r t i c a l l y  in  a bim odal chord .
H ere, in  th e  p iano  p a r t ,  a  C -n a tu ra l in  th e  r ig h t  hand and a  B 
(B = C - f la t )  in  th e  l e f t  hand sound s im u ltan eo u s ly  as a m ajor and minor 
t h i r d  above A - f l a t  (Example 9 9 ). Each subsequen t s ta tem e n t o f  th e  
b a s ic  m elody, which t h i s  chord accom panies, l ik e w is e  i s  accompanied 
w ith  b im o d a lity  (m easures 11 th rough  13, 64 th rough  66, and 67 through 
70). .
Example 99. "Never The N ig h tin g a le ,"  m easures 8 th rough  10. C opyright 
1971 by Boosey & Hawkes, In c .
ihe.  J Q
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S ev era l to n es  o f  a m otive may sound s im u ltan eo u sly . As a  r e s u l t ,  
in  t h i s  s e t t in g ,  m inor seconds and sev en ths f re q u e n tly  o ccu r. As 
i l l u s t r a t e d  below , in  m easures 78 and 79, th e  f i r s t  th re e  to n es  o f 
tran sp o sed  m otive 1 a re  heard  (D^-C-B), b u t w ith  th e  f i r s t  two sounding 
sim u ltan eo u sly  a s  a m inor second (Example 100).
Example 100. "Never The N ig h tin g a le ,"  m easures 78 and 79, in s tru m e n ta l 
p a r t  o n ly . C opyright 1971 by Boosey & Hawkes, In c .
/
m
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Binkerd u ses  th e  song’ s most h ig h ly  d is so n a n t passage  in  a  
d ram atic  m anner. In  m easures 35 th rough  39, growth in  dynamic in te n ­
s i t y  and an in c re a s e  in  d issonance  b u ild  f o r  the  clim ax o f  m easures 
39 and 40, w ith  th e  w ords, " c a l l  and c a l l . "
Due in  p a r t  to  th e  o c tav e  d isp lacem en t o f m o tiv ic  to n e s , many 
s o n o r i t ie s  a re  w idely  spaced . As i l l u s t r a t e d  in  m easures 28 through 32 
(Example 9 8 ), th e  sounding o f a  b a s ic  m otive may encompass over fo u r 
o c tav es  in  a  p o i n t i l l i s t i c  manner.
T o n a l i t ie s  g e n e ra lly  a re  more obscure  th an  in  many o th e r  B inkerd 
songs, f o r  th ey  c o n s ta n tly  s h i f t  and on ly  o c c a s io n a lly  a re  c le a r ly  
e s ta b l is h e d . However, to n a l  c e n te rs  p e r io d ic a l ly  emerge o r  a re  
suggested  th rough  su s ta in e d  and re c u r r in g  tones and s o n o r i t i e s .
Follow ing a  to n a l ly  ambiguous p re lu d e , th e  f i r s t  s e c t io n  m ostly  
i s  in  A - f la t  w ith  su g g es tio n s  o f  th e  Lydian mode. The m iddle s e c t io n
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beg ins and ends i n  F-m inor, th e  r e l a t i v e  m inor o f  th e  f i r s t  s e c t io n .  
W ithin th e  m iddle s e c t io n ,  freq u e n t to n a l i ty  changes enhance m usica l 
growth f o r  th e  s o n g 's  c l im a c tic  passage  In  m easures 32 th rough  40. 
Beginning In  C, m easure 32, th e  to n a l i ty  s h i f t s  to  A-mlnor In  measure 
34, to  D-major In  m easure 35, and b r i e f l y  to  E In  m easure 39. The so n g 's  
clim ax cu lm in a tes  In  m easure 40, w ith  b lm o d a llty  In  th e  to n a l i t y  o f  C. 
H ere, an E -n a tu ra l  and a  D -sharp (D -sh a rp = E -fla t) sound s im u ltan eo u sly  
w ith  C. This t o n a l i t y  p r e v a i l s  u n t i l  m easure 44, a t  w hich p o in t th e  
to n a l i ty  re tu rn s  to  th a t  In  which th e  m iddle s e c t io n  opened, F-m lnor.
R e in fo rc in g  s t r u c tu r a l  u n i ty ,  th e  f i n a l  s e c t io n  b eg in s  In  A, 
th en . In  m easure 67, s h i f t s  to  A - f l a t ,  th e  predom inant to n a l i t y  o f  the  
f i r s t  s e c t io n . The coda c lo se s  th e  s e t t in g  In  F. Again In  th e  s e t t in g ,  
b lm o d a llty  i s  h e a rd . In  m easures 81 th rough  88, above th e  re c u rr in g  
to n ic  F In  th e  b a s s , th e  m ajor th i r d .  A, and th e  m inor t h i r d ,  A - f l a t ,  
sound s im u ltan eo u s ly .
B lnkerd has s e n s i t iv e ly  m irro red  In  m usic th e  s e t t i n g 's  sombre 
mood. W hile r e f l e c t in g  deep em otions, th e  s e t t i n g  av o id s  s tro n g  
p a ss io n s . L ike many B lnkerd songs, th e  m usica l tre a tm e n t I s  a s s e r t iv e  
and e x p re ss iv e , y e t  c a r e f u l ly  guided and dynam ically  r e s t r a in e d .
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2. "How Lillies Came White"
W hite though ye be; y e t ,  L i l l i e s ,  know. 
From th e  f i r s t  ye were n o t so :
But l i e  t e l l  ye 
What b e f e l l  ye;
Cupid and h is  M other la y
In  a  Cloud; w h ile  b o th  d id  p la y .
He w ith  h is  p r e t ty  f in g e r  p r e s t  
The ru b ie  n ip l e t  o f h e r b r e a s t ;
Out o f th e  w hich, th e  creame o f l i g h t .  
L ike to  a  Dew,
F e l l  downe on you.
And made ye w h i te .1
The t e x t  i s  a  p o e t ic  legend by R obert H e rr ic k  (1591-1674). I t s  
w h im sical s t y l e  g r e a t ly  c o n tr a s ts  w ith  th e  re s ig n e d  d e sp a ir  o f "Never 
The N ig h tin g a le ."  In  "How L i l l i e s  Came W h ite ,"  th e  p o e t t e l l s  th e  
l i l i e s  a  t a l e  o f  fa n ta sy  in  which th e  f lo w e rs  f i r s t  became w h ite .
A lthough w r i t t e n  a s  a  u n if ie d  tw e lv e - l in e  s ta n z a , th e  poem 
a c tu a l ly  i s  in  two unequal p a r t s .  In  th e  f i r s t  fo u r  l i n e s ,  th e  p o e t 
s e t s  th e  s ta g e  f o r  t e l l i n g  h is  s to ry  by e x p la in in g  th a t  l i l i e s  were 
n o t alw ays w h ite . L ines 5 th rough  12 a re  a  n a r r a t io n  o f  th e  s to ry  
p ro p e r .
Form
The form i s  te rn a ry ,  a s  fo llo w s :
^ J .  Max P a t r i c k ,  e d . , The Complete P o e try  o f  R obert H e rric k  
(New York: New York U n iv e rs ity  P r e s s ,  1963 ), p . 106.
Figure 21. Musical and Poetic Form of "How Lillies Came White."
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S ec tio n
a
P re lu d e
In te r lu d e
In te r lu d e
In te r lu d e
I n te r lu d e
In te r lu d e


















In s tru m e n ta l
L ines 1 and 2
In s tru m e n ta l
L ines 3 and 4
In s tru m e n ta l
L ine 5 and p a r t  
o f l i n e  6
In s tru m e n ta l
P a r t  o f l in e  6 and 
l in e s  7 , 8 , and 9
In s tru m e n ta l
L ines 10 and 11
In s tru m e n ta l
L ine 10
In s tru m e n ta l
L ine  11 (rep ea ted )
L ine 12
B inkerd  s e t s  th e  f i r s t  fo u r p o e t ic  l i n e s  in  th e  f i r s t  m u sica l 
s e c t io n . H ere, in  c o n v e rsa tio n  w ith  th e  l i l i e s ,  th e  p o e t proposes to  
t e l l  th e  s to ry .
L ines 5 th rough  9, which in c lu d e  most o f  th e  n a r r a t io n  of th e  
s to ry ,  a re  s e t  in  th e  m iddle  s e c t io n . H ere, th e  poem s h i f t s  to  an 
i d y l l i c  scene  in  w hich Cupid and h is  m other a r e  ly in g  on a c loud . These 
changes a re  r e f l e c te d  in  changes in  m u sica l s t y l e ;  th e  m iddle s e c t io n
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i s  s t y l i s t i c a l l y  q u i te  d i f f e r e n t  from th e  r e s t  o f  th e  song.
In  th e  f i n a l  m u sica l s e c t io n , which s e t s  p o e tic  l in e s  10 th rough  
12, th e  p o e t t e l l s  th e  l i l i e s  th a t  they  a re  w h ite  because " th e  creame o f 
l i g h t ,  l i k e  to  a dew, f e l l  downe on y o u ."  B inkerd r e f l e c t s  com pletion 
of th e  prom ised e x p la n a tio n  by a r e tu rn  to  m u s ica l m a te r ia ls  o f th e  
f i r s t  s e c t io n  in  a l t e r e d  form. In  t h i s  f i n a l  s e c t io n ,  B inkerd em phasizes 
p o e tic  l in e s  10 and 11 th rough  r e p e t i t io n ,  th en  c lo se s  th e  s e t t in g  w ith  
th e  f i n a l  l i n e ,  "And made ye w h ite ."
F requen t in t e r j e c t i o n s  by so lo  p ian o  ( s t r in g  q u a r te t)  r e f l e c t  
and p u n c tu a te  th e  t e x t .  In  th e se  in s tru m e n ta l  p a ssa g e s , composed 
cadenzas, tre m o lo s , g l is s a n d o s , and o th e r  ty p e s  o f ex ecu tio n s  h e ig h ten  
th e  drama.
Rhythm, M eter, and Tempo
The. s e t t i n g 's  f a n c i f u l  mood i s  r e f l e c t e d  in  a g e n e ra lly  h igh  
rhythm ic a c t i v i t y  which i s  su s ta in e d  th rough  sy n co p a tio n s , fre q u e n t 
m eter changes, i r r e g u la r  m e te rs , and c o n tr a s t in g  tempos.
In  th e  m idd le  s e c t io n ,  as  th e  p o e t t e l l s  th e  s to r y ,  th e  v o ca l 
l i n e  ta k e s  on th e  s t y l e  o f a  s t o r y - t e l l e r .  Enhancing th e  n a r r a t io n ,  
tempos change f r e q u e n t ly .  In  measure 37, a s  th e  s to ry  b e g in s , the  
tempo slow s to  «I = 80 w ith  B in k e rd 's  d e s ig n a tio n s , "Slow er -  f r e e ly ,  
calm , u n r u f f le d ."  In  m easure 47, r e f l e c t in g  th e  image o f Cupid and 
h is  m other on a  c lo u d , a n o th e r tempo d e c rea se  (J= c a . 66) jo in s  w ith  
th e  " g e n t ly  ro ck in g "  in s tru m e n ta l rhythm s. Then, in  measure 53, th e  
p e a c e fu l scene i s  a b ru p tly  changed as  th e  tempo a c c e le r a te s  to  J= c a . 160. 
At t h i s  r a p id  tempo, in  m easures 53 th rough  59, p reced in g  th e  w ords.
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"w hile  b o th  d id  p la y ,"  an in s tru m e n ta l in te r lu d e  e x p re s s iv e ly  i n t r o ­
duces th e  p la y fu l  scen e . In  measure 63, as th e  p o e t d e sc r ib e s  C up id 's  
a c t io n s ,  th e  tempo ag a in  slow s to  J = ca . 66. Then, in  m easures 77 
through 81, i n  an in te r lu d e  which c lo se s  th e  m iddle  s e c t io n ,  a  su b ito  
p iü  mosso b r i e f l y  re tu rn s  to  Tempo I  (J= ca . 1 3 8 ), th en  slows ag a in  to  
J = 66 to  c lo se  th e  s e c t io n .
As in  many o th e r  B inkerd songs, rhythm ic i n te n s i ty  i s  gen era ted  
m ostly  i n  th e  in s tru m e n ta l p a r t .  W hile th e  accompaniment in c lu d e s  
complex and u n p re d ic ta b le  rhythm ic p a t te r n s ,  th e  v o c a l l i n e  i s  r e l a t i v e ly  
uncom plicated .
Melody
R e f le c tin g  th e  s e t t i n g 's  w him sical s t y l e ,  th e  v o c a l l i n e  i s  
convolu ted  and d i s ju n c t .  Y e t, in  s p i t e  o f i t s  a n g u la r i ty ,  i t  moves in  
a  su s ta in e d  manner which c o n tr a s ts  w ith  th e  rh y th m ica lly  a c t iv e  and 
f re q u e n tly  a g i ta te d  in s tru m e n ta l p a r t .
In  th e  m idd le  s e c t io n ,  th e  p o e t 's  d e s c r ip t io n  of Cupid and h is  
mother i s  s e t  i n  a fragm ented v o ca l s ty le  in  which in s tru m e n ta l i n t e r ­
je c t io n s  f r e q u e n tly  p u n c tu a te  the  v o ic e 's  n a r r a t io n  in  th e  manner o f 
r e c i t a t i v o  accom pagnato.
Because t h i s  p a r t  o f th e  s to ry  d e a ls  w ith  s p e c i f ic  im ages, 
w ordpain ting  n a tu r a l ly  comes in to  p la y . For exam ple, in  m easures 44 
and 45, n o te  th a t  th e  word "cloud" I s  s e t  to  a  h ig h , su s ta in e d  a - f l a t " .
In  m easures 60 and 61, th e  words "w hile  b o th  d id  p la y ,"  a re  r e f le c te d  
in  a s ta c c a to ,  a n g u la r  v o c a l passage and an ex tended , p la y fu l  so lo  in  
th e  p iano  r ig h t  hand (o r f i r s t  v io l in )  th a t  u n fo ld s  b r ig h t ly  in  a
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quasi-lm pro v is a to ry  manner. In  m easure 124, w ith  th e  word "downe,” 
th e  v o c a l l i n e  f a l l s  q u ic k ly  downward a  m inor sev en th . A more s u b tle  
w o rd -p a in tin g  occurs in  m easure 62. H ere, as  Cupid reach es  o u t "w ith  
h is  p r e t ty  f in g e r ,"  th e  ascend ing  v o ca l l in e  s t r e tc h e s  o u t in  e v e r-  
in c re a s in g  in te r v a l s  (Example 101).
Example 101. "How L i l l i e s  Came W hite ,"  m easure 62, v o ca l l i n e  o n ly . 
C opyright 1971 by Boosey & Hawkes, In c .
T
h i s  preft-y f /w j - ' - g r
T ex tu re : Harmony and C oun terpo in t
T yp ica l o f  B in k e rd 's  songs, from bo th  a  v e r t i c a l  and h o r iz o n ta l  
p e rs p e c tiv e , th e  te x tu r e  in c lu d e s  a  good d e a l o f v a r ie ty  and c o n t r a s t .
B in k e rd 's  e x p re ss iv e  u se  o f l i g h t  te x tu re s  can be i l l u s t r a t e d  
w ith  s e v e ra l  p a ssag es . In  th e  m iddle s e c t io n , p assag es  o f  unaccompanied 
v o ice  enhance th e  n a r r a t iv e  s ty l e .  In  th e  in s tru m e n ta l s c o re , m easures 
28 th rough  31, a m o stly  monophonic, ra p id , s ta c c a to  p assag e  r e f l e c t s  
th e  s e t t i n g 's  c a p r ic e .
In  th e  l a s t  s e c t io n ,  m easures 82 th rough  97, s ta c c a to  n o te s  in  
the  in s tru m e n ta l s co re  r e f l e c t  th e  "creame o f l ig h t "  f a l l i n g  " l ik e  to  a 
dew." T his passage  a ls o  i l l u s t r a t e s  th a t  m u lt i-n o te  s o n o r i t i e s  can , 
through s ta c c a to  tre a tm e n t and a rp e g g ia te d  f ig u r e s ,  c r e a te  th e  e f f e c t  
o f  l i g h t  te x tu re .
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A lthough th e  song m ostly  i s  l i g h t  o f  te x tu r e ,  B inkerd u ses  
h e a v ie r  s o n o r i t i e s  fo r  e x p re ss iv e  p u rp o ses . For example in  m easures 
44 and 45, enhancing  th e  s to r y - t e l l i n g  s t y l e ,  w id e ly  spaced f iv e - p a r t  
secundal chords a l t e r n a t e  w ith  th e  v o ic e .
M easures 1 th rough  17 i l l u s t r a t e  th e  manner in  which Binkerd 
u ses  bo th  c o u n te rp o in t and homophony. The s e t t i n g  b eg in s  in  tw o -p a rt 
c o u n te rp o in t and g ra d u a lly  adds p a r t s  to  th e  te x tu r e .  In  m easure 4, 
th e  v o ice  becomes th e  th i r d  c o n tra p u n ta l p a r t .  In  th e  fo llo w in g  
m easures, more p a r t s  a re  added and th e  s t y l e  ev o lv es  from c o u n te rp o in t 
to  a rp e g g ia te d  t e r t i a n  s t r u c tu r e s .  Then, in  m easures 13 and 14, t r i a d s  
th a t  ascend in  su c c e ss iv e  th i r d s  sound c h o rd a lly . In  m easures 15 
th rough  17, th e  te x tu r e  r e tu rn s  to  a rp e g g ia te d  t e r t i a n  s t r u c tu r e s .
In  t h i s  song, B inkerd*s harm onic language i s  a  m ix tu re  of 
co n v en tio n a l and contem porary p r a c t ic e s .  A c o n v en tio n a l c h a r a c te r i s t i c  
i s  t h a t  m ost chord  s t r u c tu r e s ,  w hether sounded c h o rd a lly  o r  suggested  
in  c o u n te rp o in t o r  a rp e g g io s , a re  t e r t i a n .  However, a s  f r e q u e n tly  
o ccu rs  in  B in k e rd 's  songs, w ith  t e r t i a n  s o n o r i t i e s  a t  l e a s t  one d is so n a n t 
tone  i s  heard  which s p ic e s  th e  s o n o r ity  and im p a rts  a  p e rc u ss iv e  q u a l i ty  
to  th e  sound. For exam ple, in  m easures 8 and 9, B inkerd  adds d isso n a n t 
E -n a tu ra ls  and D -n a tu ra ls  to  th e  a rp e g g ia te d  E - f la t-m in o r  t r i a d  
(Example 102).
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Example 102. "How Lillies Came White," measures 7-9.
by Boosey & Hawkes, Inc.
Copyright 1971
/e s ,
In  t h i s  s e t t i n g ,  d isso n an ces  a lso  a re  g e n e ra te d  in  b i to n a l  
s o n o r i t i e s .  F or exam ple, in  m easures 110 and 111, in  an F to n a l i t y ,  
an A-minor t r i a d  in  th e  low er s t a f f  o f  th e  in s tru m e n ta l sco re  sounds 
w ith  a  d im in ished  t r i a d  on B in  th e  upper s t a f f  o f  th e  in s tru m e n ta l 
sco re  (Example 103).
Example 103. "How L i l l i e s  Came I'Jh ite ,"  m easures 110-111. C opyright 
1971 by Boosey & Hawkes, In c .
I/O III
------ --  -■ ....... .. :
o p .  - = : . ± r : ^ : . . =  | = : = : = ± = --------------
( y p w )
. c j  .c t j
^ 4 - — T—
...... . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
C o u n te rp o in t in  th e  in s tru m e n ta l sco re  i s  u s u a l ly  q u ite  
d is so n a n t because  o f  p o ly to n a l and polyharm onic w r i t in g .  I t  a lso
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In c lu d e s  f re q u e n t sev en th s  and n in th s  o u tl in e d  in  th e  moving l in e s .
These c h a r a c t e r i s t i c s  jo in  w ith  ra p id  tempos to  g e n e ra te  a h igh  degree 
of m u sica l energy  th a t  r e f l e c t s  th e  s e t t i n g ’ s w him sical s p i r i t .  These 
c h a r a c te r i s t i c s  a r e  exem plified  in  m easures 1 th rough  3 . H ere, in  a 
C to n a l i t y ,  to n ic  harmony in  th e  r i g h t  hand sounds a g a in s t  i t s  dominant 
which i s  im p lied  in  th e  p iano  l e f t  hand.
In  t h i s  song, B inkerd f re q u e n tly  u ses  o s t i n a t i  in  th e  in s t r u ­
m ental p a r t  to  g e n e ra te  rhythm ic a c t i v i t y  and c o n tra p u n ta l i n t e r e s t  
a g a in s t  th e  v o ic e  l i n e .  For example, in  m easures 15 through 17, w ith  
th e  words "ye w ere n o t s o ,"  th e  accompaniment a rp e g g ia te s  a l t e r n a t in g  
C-major and D-minor t r i a d s  a g a in s t  a  more s u s ta in e d  v o ca l l i n e .  This 
m u sica l passage  re c u rs  in  m easures 93 th rough  95, w ith  th e  words " F e l l  
downe on y o u ."
R e in fo rc in g  s t r u c tu r a l  u n i ty ,  th e  predom inant to n a l i ty  o f  th e  
f i r s t  and l a s t  s e c t io n s  i s  F. Both s e c t io n s  a ls o  m odulate to  A— th e  
f i r s t  s e c t io n  m odu la tes in  m easure 20, and th e  l a s t  s e c tio n  in  m easure 
127. In  th e  l a s t  s e c t io n ,  w ith  th e  words "made ye w h ite ,"  th e  to n a l i ty  
change to  A i s  p a r t i c u l a r l y  e x p re ss iv e , f o r  i t  r e f l e c t s  through an 
ab ru p t change o f to n a l  c e n te r  th e  change in  th e  l i l i e s ’ c o lo r . Enhanc­
in g  th e  n a r r a t iv e  s ty le  o f the  m iddle s e c t io n ,  to n a l  c e n te rs  a re  
m odulatory  and ambiguous.
"How L i l l i e s  Came W hite" i s  an in t e r e s t i n g  fa n ta s y , th e  whim­
s i c a l  n a tu re  o f  w hich B inkerd has enhanced through m u sica l means. The 
r e s u l t  i s  a  l ig h t - h e a r te d  r e l i e f  from th e  s o b r ie ty  o f th e  f i r s t  and 
l a s t  songs in  th e  c y c le .
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3. "Upon Parting"
Goe hence away, and in  th y  p a r t in g  know 
t i s  n o t my v o ic e , b u t heavens, t h a t  b id s  th ee  goe; 
S p ring  hence thy  f a i t h ,  no r th in k e  i t  i l l  d e s e r t  
I  f in d  in  th e e , th a t  makes me th u s  to  p a r t .
But v o ic e  o f  fame, and v o ic e  o f  heaven have thunderd 
we b o th  were l o s t ,  i f  b o th  o f u s  n o t sunderd; 
fo u ld  now th in e  arm es, and in  th y  l a s t  looke r e a re  
one Sighe o f lo v e , and co o le  i t  w ith  a te a r e ;
S ince  p a r t  we must L e t 's  k i s s e ,  t h a t  done r e t i r e  
w ith  a s  c o ld  f r o s t ,  as  e r s t  we m ett w ith  f i r e ;
W ith such w h ite  vowes as  f a t e  can n e re  d is se v e r  
b u t t r u t h  k n i t t  f a s t ;  and so fa re w e ll  fo r  e v e r . l
W ith t h i s  poem, th e  c y c le  c lo se s  on a  m elancholy n o te . The 
t e x t ,  by R obert H e rrick , c a p tu re s  th o u g h ts  and emotions o f p a r t in g  
lo v e r s .  I t  a l lu d e s  to  a love  a f f a i r  broken  by an i r r e c o n c i la b le  c o n f l i c t  
o f p e r s o n a l i t i e s .  One i s  a t t r a c t e d  to  fame and s e c u la r  re c o g n it io n  w h ile  
th e  o th e r  i s  devoted  to  a  s p i r i t u a l  l i f e .
The o r ig in a l  poem by H e rric k  c o n s is te d  of tw elve l in e s  o f iam bic 
p e n tam e te r; each c o u p le t employs end rhyme. In  th e  m u sica l s e t t i n g ,  as 
d iscu ssed  below , B inkerd made m inor b u t s ig n i f ic a n t  changes in  th e  
arrangem ent o f  p o e tic  l in e s .
Form and T ex tu re
B inkerd  l e f t  th e  body o f th e  poem untouched ex cep t t h a t  he 
re v e rse d  th e  o rd e r  o f H e r r ic k 's  l i n e s  7-8 and 9-10. Then, a f t e r  
H e r r ic k 's  f i n a l  c o u p le t , B inkerd added two co u p le ts  composed o f 
m a te r ia ls  from p reced ing  l i n e s ,  a s  shown in  th e  fo llo w in g  B inkerd 
v e rs io n .
^ P a tr ic k , p . 552.
Figure 22. Poetic and Musical Form of "Upon Parting."
Goe hence away, and in  thy  p a r t in g  know
T is  n o t my v o ic e , b u t heavens, t h a t  b id s  th ee  goe;
Spring  hence th y  f a i t h ,  nor th in k e  i t  i l l  d e se r t  
I  f in d  in  th e e , th a t  makes me th u s  to  p a r t .
But v o ic e  o f  fame, and v o ic e  o f heaven have thunderd  
We b o th  were l o s t ,  i f  b o th  o f us n o t sunderd;
S ince  p a r t  we must l e t ’s k is s e ,  t h a t  done r e t i r e  
w ith  a s  co ld  f r o s t ,  a s  e r s t  we m e tt w ith  f i r e ;
Fould now th in e  arm es, and in  th y  l a s t  looke re a re  
One Sighe o f  lo v e , and coo le  i t  w ith  a  te a r e ;
W ith such w h ite  vowes a s  f a t e  can n e re  d is se v e r  
But t r u t h  k n i t t  f a s t  and so fa re w e ll  f o r  ev er.
Fould now th in e  arm es, f a te  can n e re  d is s e v e r  
But t r u t h  k n i t t  f a s t  and so fa re w e ll  f o r  ev er.
Fould now th in e  armes and in  th y  l a s t  looke re a re  












B inkerd  a llow s th e  lo v e r s ’ c o n f l i c t  to  evo lve  n a tu r a l ly  by 
s u b t le  u se  o f  v o ca l melody and a c o n tin u a lly  u n fo ld in g  c o n tra p u n ta l  
accompaniment. In  keeping w ith  th e  mood o f th e  poem, he t r e a t s  th e  
opening q u a tr a in  as  in tro d u c to ry . In  t h i s  q u a tra in , th e  p o e t r a th e r  
p r e te n t io u s ly  c la im s th a t  th e  v o ic e  o f heaven, n o t a  p e rso n a l c o n f l i c t ,  
h as o rd a in ed  h is  s e p a ra tio n . He r a th e r  c o ld ly  o rd e rs  h is  lo v e  to  "Goe 
hence aw ay." B inkerd ’ s s e t t in g  o f  t h i s  p a r t  i s  r a th e r  s h o r t  and based  
on one m u sica l id e a .
E xcluding m easures f o r  p iano  ( s t r in g  q u a r te t)  a lo n e .
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The nex t q u a tra in ,  a s  B inkerd s e t s  i t ,  d e a ls  w ith  th e  s e p a ra t io n  
i t s e l f ;  i t  i s  o rdained  by th e  "V oice o f Fame" and "Voice of Heaven" and , 
once consumâted w ith  a  k i s s ,  i s  to  ta k e  p la c e  w ith  no em otional r e g r e t s .  
H ere, B inkerd spends much more tim e develop ing  h is  m u sica l id e a s  th an  
in  th e  f i r s t  q u a tra in ;  he m ixes in  a  new, c o n tra s t in g  id e a  w ith  h is  
f i r s t  id e a . I t  i s  a t  t h i s  p la c e  in  th e  poem th a t  B inkerd re o rd e re d  th e  
c o u p le ts  o f H e rr ic k ’s o r ig in a l  poem. There a re  two reaso n s f o r  t h i s .  
B inkerd a p p a ren tly  f e l t  th a t  th e  l i n e s  d e a lin g  d i r e c t ly  w ith  th e  sep a ra ­
t io n  (H e rr ic k 's  l in e s  5-6 and 9-10) belonged to g e th e r .  In  th e  o r ig in a l  
poem, H e rrick  had sep a ra te d  them w ith  th e  c o u p le t o f r e s ig n a tio n  and 
sorrow — "Fould now th in e  arm es,"  and "Coole i t  w ith  a  te a r e " — th a t  r a th e r  
in t e r f e r e s  w ith  th e  im p e rso n a lity  o f  th e  n a r r a t iv e  a t  th a t  p o in t .
B es id es , B inkerd , a s  s h a l l  be  seen  in  l a t e r  m u sica l tre a tm e n t, w anted to  
use  th e  l in e  "Fould now th in e  arm es" as  a r e f r a in  in  th e  l a s t  h a l f  o f 
th e  poem; i t  i s  more e f f e c t iv e  to  w a it u n t i l  l i n e  9 to  in tro d u c e  i t  
r a th e r  th an  a n t ic ip a te  th e  f e e l in g  o f r e s ig n a t io n  i t  a ro u ses  in  l in e  7. 
Both o f th e  l a s t  two c o u p le ts  t h a t  B inkerd adds to  H e r r ic k 's  o r ig in a l  
poem b eg in  w ith  th e  p h rase  "Fould  now th in e  a rm es."  In  t h i s  manner 
B inkerd ends the  song w ith  an em phasis upon human em otion r a th e r  th an  
adherence to  a b s t r a c t  p r in c ip le s  o r  th e  im agery o f n a tu r a l  phenomena as  
a t  th e  poem 's beg inn ing . In  B in k e rd 's  s e t t i n g ,  th e  f i r s t  e ig h t  l in e s  
d e a l w ith  f a i t h ,  h e av e n 's  and fam e 's  th u n d e rin g  v o ic e s , co ld  f r o s t ,  
f i r e ,  and th e  l ik e .  The f i r s t  command i s  a b ru p t and c o ld ; "Goe hence 
awayI" and th e  thought d e s p a ir in g , "We b o th  were l o s t ,  i f  b o th  o f us 
n o t su n d ered ."
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The l a s t  e ig h t  l i n e s ,  fo u r  o f  which were added by B inkerd , 
d e a l more w ith  moving and warm human em otions th an  th e  f i r s t  e ig h t  l i n e s .  
H ere, th e  p o e t w r i te s  "Fould  now th in e  arm es," " th y  l a s t  lo o k e ,"  "one 
s ig h e  o f lo v e ,"  " c o o le  i t  w ith  a  t e a r e , "  "w hite  vowes a s  f a t e  can n e re  
d is s e v e r ,  b u t t r u t h  k n i t t  f a s t . "  Thus, by re a rra n g in g  and adding  l i n e s ,  
B inkerd  has so f te n e d  th e  h a rsh n ess  o f th e  o r ig in a l  poem and humanized 
i t ,  e s p e c ia l ly  a t  th e  end.
I t  can be seen  by o b serv in g  th e  number of m easures devoted  to  
each o f th e  c o u p le ts  as  w e ll a s  to  th e  m elodic m a te r ia l  on which th o se  
c o u p le ts  a re  based  th a t  B inkerd th o u g h t o f  th e  f i r s t  two c o u p le ts  as  
in tro d u c to ry  and th e  l a s t  two as  a coda. They a re  a l l  based  on th e  
p r in c ip le  m elodic id e a  o f  th e  song and a re  co m parative ly  s h o r t ,  e s p e c ia l ly  
i n  com parison w ith  th e  m idd le  p a r t  o f  th e  song which encompasses c o u p le ts  
3 through 6. In  t h i s  m idd le  s e c t io n ,  th e  composer f u r th e r  works ou t 
h i s  o r ig in a l  theme o f th e  in tr o d u c t io n  and in tro d u c e s  a  new m o tiv e , 
theme " b ,"  as  w e l l .  A ll  o f  th e  m a te r ia l  undergoes e x te n s iv e  c o n tra ­
p u n ta l  developm ent re a ch in g  a c lim ax  around m easure 119 w ith  th e  w ords,
"As e r s t  we m e tt w ith  f i r e . "  As su g g ested  in  th e  poem, t h i s  a rd o u r 
q u ic k ly  c o o ls , and by m easure 131, th e  v o ic e  has s e t t l e d  down to  a 
somewhat a im le s s , unaccompanied r e c i t a t i v e  ^fith  th e  words "Fould now 
th in e  arm es, and in  th y  l a s t  looke r e a re  one Sighe o f lo v e , and coo le  
i t  w ith  a t e a r e . "
In  t h i s  song, i t  i s  im p o ss ib le  to  s e p a ra te  form and te x tu re  
because  th e  form o f th e  p ie c e  i s  determ ined  by c o n tra p u n ta l  and harm onic 
com binations o f th e  two p r in c ip le  them es, "a" and " b ."  They ap pear to  
co n tin u o u s ly  u n fo ld . In  t h e i r  s im p le s t v o ca l form s, th e se  two themes
a re  i l l u s t r a t e d  below .
Example 104. "Upon P a r t in g ,"  m easures 12-18, and 42-49, v o ic e  l in e  
o n ly . C opyright 1971 by Boosey & Hawkes, In c .
Theme "a"
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B inkerd  s u b je c ts  th e se  id e a s  to  a n ev er-en d in g  p ro cess  o f 
tra n s fo rm a tio n  from beg inn ing  to  end. In  o rd e r  to  comprehend th e  n a tu re  
o f th e  song, i t  i s  in s t r u c t iv e  to  compare s e v e ra l  v e rs io n s  o f th e  p r in ­
c ip le  id e a s .  Theme "a"  i s  f i r s t  in tro d u ce d  h e s i t a n t ly  and in  harm onic 
form in  th e  p iano  a t  th e  beg inn ing  (Example 105).
Example 105. "Upon P a r t in g ,"  m easures 1 -6 , in s tru m e n ta l p a r t  o n ly . 
C opyrigh t 1971 by Boosey & Hawkes, In c .
g h-
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Then, fo llo w in g  th e  v ocal s ta tem en t in  m easures 12 th rough  18, 
a s  em otional te n s io n  mounts, th e re  fo llow  two d im inu tions o f theme 
"a" (Example 106).
Example 106. "Upon P a r t in g ,"  m easures 19-23 an 32-36, d im inu tion  of 




M y  v o i c e ,  h u t  H e a v V s ,  h u t h e U i ' V s  t h a t  h i d s  H a e .  3 0 ^
M easures 32-36
J  f . -nJ e  in tnaUeS MS. fkwj t o  f ^ r t .
At th e  c r i t i c a l  words, "But v o ice  o f  fame and v o ice  o f Heaven 
have th u n d e red ,"  in  m easures 53 through  59, th e  opening v o ca l theme 
(Example 104) r e tu r n s  transposed  and rh y th m ica lly  a l te r e d  a t  th e  end.
By making th e se  s ta tem e n ts  o f th e  theme n e a r ly  th e  same, th e  composer 
sy m b o lica lly  u n d e rsco res  th e  f a c t  th a t  th e  "v o ice  of fame and th e  v o ic e  
o f heaven" a re  th e  reaso n  fo r  th e  command, "Goe hence away."
Then, in  th e  m usical s e t t in g  o f th e  l a s t  l in e  o f th e  poem, "But 
t r u th  k n i t t  f a s t  and so fa re w e ll f o r  e v e r ,"  B inkerd ex tends theme "a" 
to  n e a r ly  tw ice  i t s  o r ig in a l  le n g th  (Example 107).
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Example 107. "Upon Parting," measures 167-177, theme "a" extended.
Copyright 1971 by Boosey & Hawkes, Inc.
But f r u T h  ' i C n l t t  f a s t ' - ,  S a  f a r  e - w e  I I ,  a n  J  S a  f a r e - w e i l ^ f ^ i r e - w e l l  f o r  c v -  C r . ' '
A nother k ind o f e x te n s io n , th i s  tim e a t  th e  beg inn ing  o f th e  
theme, o ccu rs  in  m easures 179 th ro u g h  187, im m ediately fo llo w in g  th e  
te rm in a l ex ten s io n  i l l u s t r a t e d  above.
A ll  in  a l l ,  th e re  a re  seven  c le a r  com plete s ta tem e n ts  o f 
theme "a"  used th roughout th e  song in  d i f f e r e n t  t r a n s p o s i t io n s .  There 
i s  no to n a l  c e n te r  e s ta b lis h e d  in  th e  theme by t r a d i t i o n a l  means, and 
s im i la r ly  th e  s c a le  degrees on which th e  composer b r in g s  in  th e  theme 
b e a r no resem blance to  t r a d i t i o n a l  usage based on to n ic  and dominant 
r e la t io n s h ip s .  V a rie ty  i s  th e  r u l in g  p r in c ip le .  A rranged in  ascending  
o rd e r , th e re  a re  e n t r ie s  on E, F , G, A - f l a t ,  B - f l a t ,  and C.
Theme "a" i s  a lso  used in  in v e r te d  form, a s  i l l u s t r a t e d  below.
Example 108. "Upon P a r t in g ,"  m easures 141-147, theme "a"  in v e r te d . 
C opyright 1971 by Boosey & Hawkes, In c .
o ,
fcu l^  r̂ ou> rhine, ccole i f  A.
I t  i s  q u ite  ap p aren t th a t  th e  composer has in v e r te d  th e  o r ig in a l  
id e a  h e re  in  o rd e r to  r e f l e c t  th e  r e la x a t io n  o f te n s io n  in  th e  t e x t .
Here o ccu rs  the  r e f r a in  " fo u ld  now th in e  armes and co o le  i t  w ith  a 
te a r e "  r a th e r  than  th e  te n se  "Goe hence away" which accompanied th e
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in tro d u c t io n  o f th e  theme a t  th e  b eg inn ing  in  i t s  ascend ing  form. In  
a d d i t io n ,  B lnkerd em phasizes th e  r e la x a t io n  im p lied  in  th e  key words 
" fo u ld  now th in e  arm es" by re p e a tin g  th e  head m otive o f  theme "a" th re e  
tim es b e fo re  p re s e n tin g  i t  in  th e  com plete form i l l u s t r a t e d  above.
B inkerd  lik e w ise  s u b je c ts  theme "b" (Example 104) to  v a r io u s  
k in d s  o f  th em a tic  tra n s fo rm a tio n , b u t n o t a s  e x te n s iv e ly  as  theme " a ."  
For exam ple, a t  th e  beg inn ing  o f th e  t h i r d  c o u p le t , in tro d u c in g  th e  new 
and commanding id e a  o f th e  v o ic e s  o f fame and heaven, B inkerd  in tro d u c e s  
th e  new them e, " b ."  As p re v io u s ly  i l l u s t r a t e d ,  moving m o stly  in  e ig h th  
n o te s ,  i t  i s  r a th e r  in te n s e  and i n s i s t e n t .
However, w ith  th e  n ex t c o u p le t , beg in n in g  "S ince p a r t  we m u s t,"  
th e  te n s io n  re la x e s  and theme "b" i s  h ea rd  in  augmented form . I t  can 
be observed  th a t  th e  rhythm s a re  n o t m ech an ica lly  augmented. Binkerd 
has tran sfo rm ed  th e  o r ig in a l  theme by fa sh io n in g  a  new rhythm ic o u t l in e  
(Example 109).
Example 109. "Upon P a r t in g ,"  m easures 81-95 , augm entation  o f theme 
" b ."  C opyright 1971 by Boosey & Hawkes, In c .
fhuT aji-ic rC-
j-e -  +Ire..
There i s  a  com bination  o f themes "a"  and ."b" w ith  th e  words 
"S in ce  p a r t  we m u st."  In  m easure 97, B inkerd beg in s  w ith  a c le a rc u t  
augm entation  o f theme "b" s im ila r  to  th a t  I l l u s t r a t e d  above, bu t
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tran sp o sed  up a  m inor t h i r d .  However, a f t e r  th e  theme has n e a r ly  run  
i t s  co u rse , in  m easure 108, co n to u rs  change and a  su g g es tio n  o f th e  
l a s t  h a l f  o f  theme "a"  i s  h eard . T his s u re ly  ranks a s  a  b r i l l i a n t  
com bination o f two id e a s  accom plished so sm oothly th a t  one i s  n o t 
co n sc io u sly  aware o f  what has happened; i t s  im pact i s  p sy c h o lo g ic a l. 
T his passage  i s  i l l u s t r a t e d  below .
Example 110. "Upon P a r t in g ,"  m easures 96-116, augm entation  o f theme "b" 
ending w ith  theme " a ."  C opyright 1971 by Boosey & Hawkes, In c .
Sflce- p o r t  Je, \ n \ s i -  J a n C  ^  - Î Î r  c .^  '  coid o>e
f . ' r g ,  f / r e ,  f  /  r  e  ; OS e n i -  uuifh / / V & ;
Rhythm, M eter, and Tempo
Changes in  rhythm , m e te r , and tempo se rv e  th e  t e x t .  M irro rin g  
th e  poem’ s so b er mood, th e  s e t t i n g  opens w ith  a slow  tempo ( c a . 76).  
In  m easure 42, r e f l e c t i n g  th e  in c re a se d  d ram atic  in t e n s i t y  o f  p o e t ic  
l i n e  5 , a  p iü  mosso d e s ig n a tio n  a c c e le r a te s  th e  tempo to  «I = c a . 60. 
Then, in  m easure 71, a s  th e  v o ic e  f o r c e f u l ly  s t a t e s ,  "we b o th  were l o s t , "  
th e  tempo a c c e le r a te s  to  J = c a . 76. At t h i s  ra p id  p ace , th e  song 
b u ild s  to  th e  clim ax  o f m easures 114 and 115, w ith  th e  w ords, "as  e r s t  
we m e tt w ith  f i r e . "  A lso , in  m easures 97 th rough  113, b u ild in g  to  th e  
c lim ax , rhythm ic energy  i s  in t e n s i f i e d  th rough  a  predom inance o f a c t iv e  
e ig h th -n o te  rhythm s in  th e  accompaniment. Follow ing th e  c lim ax , th e
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s tro n g  rhythm ic energy  i s  d is s ip a te d  th rough  r e i t e r a t i o n  o f th e  words 
" fo u ld  now th in e  arms" and a change to  q u a r te r -n o te  movement in  the  
in s tru m e n ta l p a r t .  Follow ing a ferm ata  in  m easure 127, tempo re tu rn s  
to  a slow #î= c a . 76, vrith  which th e  s e t t in g  opened. From t h i s  p o in t 
to  th e  end, th e  s e t t i n g ’ s sadness i s  r e f le c te d  in  slow  tempos and sus­
ta in e d  to n es  in  th e  in s tru m e n ta l p a r t .
P assages w hich in c lu d e  freq u e n t m eter changes occur m ostly  in  
th e  p re lu d e  and in te r lu d e s .  For th e  most p a r t ,  th e  v o ic e  l in e  i s  in  
duple  m e te r. In  slow er p a ssa g es , re g u la r  m e tr ic  p a t te r n s  in  th e  v o ice  
l in e  r e f l e c t  th e  poem’ s heavy mood.
Melody
Them atic tra n s fo rm a tio n  in  t h i s  song i s  a p rim ary  m u sica l 
p rocedure  employed by B inkerd . Most o f th e  v o c a l l i n e  i s  invo lved  w ith  
s ta tem e n ts  o f th e  p r in c ip le  themes and t h e i r  v a r io u s  tra n s fo rm a tio n s .
Each melody u n iq u e ly  r e f l e c t s  p o e t ic  im p lic a t io n s . Melody "a" 
(Example 104) r e f l e c t s  th e  lo v e r s ’ c o n f l ic t in g  f e e l in g s  o f d e te rm in a tio n  
and r e g r e t .  In  th e  l a t t e r  p a r t  o f th e  m elody, a  d e sc e n t by w h o le -s tep s  
c re a te s  a  s tro n g , determ ined  descending tendency w hich i s  a b ru p tly  
weakened by th e  f i n a l  to n e ’s h a l f - s te p  r e v e r s a l  o f  d i r e c t io n .  However, 
in  m easure 173, th e  lo v e rs  ap p a ren tly  have f irm ly  acknowledged t h e i r  
p a r t in g ,  f o r  th e  l i n e  c o n tin u es  downward in  a  com plete w hole-tone 
s c a le  (Example 111).
222
Example 111. "Upon Parting," measures 172-176, voice line only. Copy­
right 1971 by Boosey & Hawkes, Inc.
I 7 J  1 7 - S *
f i ^ ' r  j . " i
QM J  So Çare -Luel l ,  - p a r i '  Me. l l  -Cor - c - v  -  t r.'*
However, one f i n a l  ex p ress io n  o f r e g r e t  i s  h e a rd , f o r  in  th e  
c lo s in g  m easures (188 th rough  201) melody "a" re c u rs  w ith  th e  re v e r s a l  
o f d i r e c t io n  in  th e  f i n a l  to n e .
Melody "b" (Example 104), w ith  i t s  chrom atic ism  and rhythm ic 
energy, enhances th e  more d ram atic  p o e tic  p assages in c lu d in g  th e  so n g 's  
clim ax, m easures 96 th rough  116.
R e f le c tin g  a  w ide range o f em otions, th e  s e t t i n g 's  v o ca l range 
i s  q u i te  im posing. Extending from b - f l a t  to  b - f l a t " ,  i t  jo in s  w ith  th e  
vocal l i n e ' s  a n g u la r i ty  to  ch a llen g e  even th e  s in g e r  w ith  an e s ta b lis h e d  
vocal te ch n iq u e .
Harmony and C ounterpo in t
Because o f B in k e rd 's  c o n s is te n t  use  o f m o tiv ic  and m elodic 
development in  t h i s  song, th e  te x tu re  i s  predom inan tly  c o n tra p u n ta l . 
S evera l p assages i l l u s t r a t e  B in k e rd 's  c o n tra p u n ta l m aste ry . In  m easures 
139 through  147, theme "a"  appears s im u ltan eo u sly  in  s e v e ra l  d i f f e r e n t  
forms in  th e  v o ice  l i n e  and In s tru m e n ta l p a r t .  In  m easure 139, th e  
theme in  i t s  o r ig in a l  form beg ins in  th e  upper s t a f f  o f th e  in s tru m e n ta l 
p a r t .  I t  i s  fo llow ed im m ediately by an in v e rs io n  o f th e  theme in  th e  
bass l i n e ,  which i s  in  tu rn  im ita te d  a measure fo llo w in g  (measure 141) 
a t  th e  o c tav e  in  th e  v o ic e  l i n e  (Example 112).
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Example 112. "Upon Parting," measure 139-147.
& Hawkes, Inc.
Copyright 1971 by Boosey
MO /AS-
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Theme "b" f i r s t  appears in  th e  v o ic e  l i n e ,  m easures 42 th rough  
49, accompanied by theme "a" which moves from th e  r i g h t  hand to  th e  
l e f t  and back in  th e  keyboard p a r t  (Example 113).
Example 113. "Upon P a r t in g ,"  m easures 42-49. C opyright 1971 by Boosey 
& Hawkes, In c .
or •PortiC-y ■ O'T I'O'xc, anc/ /s/ce. o f
f'n /■/jlliw
(?-J-
|i/<j/c£, c) f h&Q!f'nhoife.-i-/7unJ-erJf
 L _ ^
m
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Then, in  m easures 52 through  59, th e  two themes re v e rs e  p o s i t io n s  
w ith  "a"  in  th e  v o ice  and "b" in  th e  p iano  p a r t  (Example 114).
Example 114. "Upon P a r t in g ,"  m easures 52-59. C opyright 1971 by Boosey 
& Hawkes, In c .
l ip 4  J....— : i - J .
{/a ica. o-P- 1
i f ; -  --------
p i f - i
. X -X _
7 - ^ - ^  g
--------
------ V---------------------
] S 6 r S 9 y r x
V o /(: a. <3-/’ hZQV’n  /javc x
# iilsazr T
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Most m easures in c lu d e  some d isso n an ce . T his r e s u l t s  in  p a r t  
from  l in e a r  m o tiv ic  developm ent. In  a d d i t io n , m otives from theme "a"  
ap pear v e r t i c a l l y  a s  d is so n a n t ch o rd s . For example, th e  so n g 's  f i n a l  
s o n o r i ty  c o n s is t s  o f  th e  f i r s t  fo u r  to n es  o f th e  theme sounding sim ul­
ta n eo u s ly — B - f l a t ,  C-sharp (C# = D^), D -n a tu ra l, and F. A nother example 
o ccu rs  in  m easure 20. H ere, th e  f i r s t  fo u r  tones o f theme "a"  s t a r t i n g  
on F -sh arp  a re  heard  s im u ltan eo u sly  as  a bim odal s o n o r i ty  in  th e  th i r d  
chord o f th e  m easure (Example 115).
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Example 115. "Upon Parting," measure 20.
Hawkes, Inc.
Copyright 1971 by Boosey &
The s e t t i n g 's  f i n a l  bim odal chord o f B - f l a t  seems to  sy n th e s iz e  
th e  poem 's d u a l moods. W ith in  th e  chord , th e  m inor t h i r d  r e c a l l s  th e  
lo v e r s ' f e e l in g s  o f  sadness and r e g r e t  upon p a r t in g ;  th e  m ajor th i r d  
r e f l e c t s  t h e i r  d e te rm in a tio n  to  p a r t  and t h e i r  hope i n  th e  r e a l i z a t io n  
th a t  s e p a ra t io n  i s  in  t h e i r  b e s t  i n t e r e s t .
R eco g n itio n  of t o n a l i t i e s  in  a good d e a l o f th e  song would be 
s u b je c t iv e  and f l e e t i n g .  Because o f w h o le - to n e -sc a le  p a ssa g es , l in e a r  
c o u n te rp o in t, ch rom atic ism , b im o d a lity , biharm ony, and o th e r  f a c to r s ,  
to n a l  c e n te r s  f r e q u e n tly  a r e  ambiguous. S t r u c tu r a l  u n i ty  i s  re in fo rc e d  
th rough  a B - f la t  to n a l  c e n te r  th a t  opens and c lo s e s  th e  f i r s t  and l a s t  
s e c t io n s  and emerges p e r io d ic a l ly  in  th e  s e t t i n g .  T o n a lly , th e  most 
ambiguous passage  a ls o  i s  th e  most dynam ically  in te n s e  and in c lu d e s  th e  
clim ax i t s e l f .  However, in  m easure 123, even t h i s  s e c t io n  re tu rn s  to  a 
r a th e r  c le a r  t o n a l i t y  o f B - f l a t .  I t  seems th a t  th e  s o n g 's  to n a l  ambi­
g u ity  and m odulatory  c h a ra c te r  r e f l e c t  th e  lo v e r s ' in n e r  tu rm o il .
In  Three Songs f o r  Mezzo-Soprano, B inkerd  has  r e f le c te d  in  
m usic a wide range of em otions and d iv e rs e  p o e t ic  them es.
CHAPTER IV 
SUMMARY AND CONCLUSIONS
S ince  jo in in g  th e  U n iv e rs ity  o f I l l i n o i s  m usic f a c u l ty  in  1949, 
Gordon B inkerd has m ain ta in ed  an a c t iv e  c a re e r  a s  a composer. His works 
in c lu d e  th re e  sym phonies, s e v e ra l  o r c h e s t r a l  com p o sitio n s, two s t r in g  
q u a r te ts  and o th e r chamber w orks, te n  keyboard co m p o sitio n s, s ix ty - f o u r  
c h o ra l w orks, e leven  so n g s, and th re e  song c y c le s .  D esp ite  t h i s  produc­
t i v i t y  and th e  p e rso n a l esteem  in  which he i s  h e ld  by th o se  acq u a in ted  
w ith  h is  work, B in k e rd 's  music i s  n o t w e ll known to  te a c h e rs ,  p e rfo rm ers , 
o r th e  g e n e ra l p u b lic .
The forem ost c o n s id e ra t io n  o f  th e  p re s e n t  s tu d y  was to  p re s e n t 
s t y l i s t i c  c h a r a c te r i s t i c s  o f th e  songs of B inkerd in  o rd e r to  p ro v id e  
in s ig h ts  le ad in g  to  more e x p re s s iv e  and f re q u e n t r e a l i z a t io n s .
A n a ly sis  o f each song in c lu d ed  c o n s id e ra t io n  o f p o e try , m usical form , 
rhythm , melody, te x tu r e ,  and harmony. T h e o re t ic a l  d a ta  served  p r im a r i ly  
as  a means to  th e  r e v e la t io n  o f co m p o sitio n a l p ro ced u res  which r e s u l te d  
in  e x p re ss iv e  r e p re s e n ta t io n  of th e  t e x t .  Im p lic a tio n s  reg a rd in g  
perform ance problems and i n t e r p r e t a t i o n  evo lv ing  from th e  a n a ly t ic a l  
p ro cedure  employed were p re se n te d  in  d e s c r ip t iv e  term s o f te x tu a l  
m o tiv a tio n  fo r  th e  com poser's e x p re ss iv e  tre a tm e n t o f each m usica l 
component.
C onsidering  co n tin u in g  needs in  v o c a l m usic ed u ca tio n  fo r  new 
re so u rc e s  in  contem porary song l i t e r a t u r e ,  B inkerd*s songs were
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analyzed  to  p ro v id e  In fo rm a tio n  reg a rd in g  the  song re p e r to ry  and s t y l i s t i c  
c h a r a c te r i s t i c s  o f a  contem porary composer.
B inkerd began s ig n i f ic a n t  song com position in  1950. The p re se n t 
s tudy  was concerned w ith  th e  songs composed p r io r  to  1972, a l l  o f which 
were p u b lish ed  by Boosey and Hawkes, In c . E xclusion  of fo u r  works was 
determ ined on th e  b a s is  of t h e i r  r e l a t i v e  unim portance o r p ro x im ity  of 
com position  to  com pletion  of th e  p re se n t s tu d y .
F ind ings and C onclusions
Most of th e  s ix te e n  songs were composed fo r  a s p e c i f ic  v o ice  
ty p e  and some fo r  a p a r t i c u la r  in d iv id u a l .  Three Songs f o r  M ezzo-Soprano, 
f o r  example, was composed fo r  Mary B u rd e tte  and s e v e ra l  b a r i to n e  songs 
f o r  Bruce F o o te . C onsequently , B inkerd determ ined th a t  th e se  songs be 
p u b lish ed  in  only one p i tc h  ran g e . In  a d d it io n , many o f th e  te x ts  
su g g est o r in d ic a te  th e  sex of th e  p o e tic  n a r r a to r .  Below a re  l i s t e d  
B in k e rd 's  songs w ith  suggested  v o ice  types fo r  perform ance. Because 
d e te rm in a tio n s  re g a rd in g  v o ice  ty p e  b e s t  s u i te d  fo r  perform ance o f a 
song f re q u e n tly  a re  based on s u b je c t iv e  c o n s id e ra tio n s , th e  fo llow ing  
c a te g o r iz a t io n  i s  based  on Binkerd*s op in ions or in te n t io n s ^  and 
p u b lish ed  p i tc h  ra n g e s .




"Somewhere I  Have Never T rav e lled "  
"And I  Am Old To Know"
Shut Out That Moon
1. "She, To Him"
2. "Shut Out That Moon"
3. "A Bygone O ccasion"
4 . "The R idd le"
"What Sw eeter Musick"
"Peace"
"The F a ir  Morning"
Mezzo-Soprano
"A Bygone O ccasion"
"What Sw eeter Musick"
"Peace"
Three Songs fo r  Mezzo-Soprano
1. "Never th e  N ig h tin g a le "
2. "How L i l l i e s  Came W hite"
3. "Upon P a r tin g "
C o n tra lto
"Never th e  N ig h tin g a le "
"A Bygone O ccasion"
"What Sw eeter Musick"
"Peace"
Tenor
"A Bygone O ccasion"
"What Sw eeter Musick" 
"Peace"
B arito n e
"A Bygone Occasion"
"VJhat Sw eeter Musick" 
"Peace"
"Her D e fin it io n "
"N ursery  Ode"





"What Sw eeter Musick" 
"Peace"
"Her D e f in it io n "
T ab u la tio n  o f th e o r e t i c a l  d a ta  was n o t an o b je c t iv e  of th e  
p re se n t s tu d y ; however, re c u r r in g  s a l i e n t  t r a i t s  in  B in k erd ’s m usical 
language emerged a s  a d e f in i t io n  of th e  com poser's co m p o sitio n a l s ty le .  
Role o f th e  P ia n o . The p iano p a r t s  a re  so v i t a l  in  th e  songs 
th a t  u se  o f th e  term  "accompaniment" i s  u n r e a l i s t i c .  I t  has been 
w r i t t e n  o f Hugo W o lf 's  songs th a t  " th e  fu s io n  of v o ic e  and in s tru m en t 
i s  ach ieved  w ith o u t s a c r i f i c in g  e i th e r  to  th e  o t h e r . S t u d y  of 
B in k e rd 's  songs le a d s  to  a s im i la r  co n c lu sio n  w ith  reg a rd  to  r e l a t io n ­
sh ip s  between v o ic e  and p ian o . The p iano  i s  a  good d e a l more than  
su b o rd in a te  p a r tn e r .  The r o le  o f th e  p ia n i s t  in v o lv es  e stab lish m en t
D o n a ld  J .  G rout, A H is to ry  o f W estern Music ( re v . e d .;  New 
York: W. W. N orton & C o., I n c . ,  1973), p . 620.
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of scene and mood, counterm elod ic  and c o n tra p u n ta l i n t e r e s t ,  and to n a l  
p ic to r ia l is m e  which supplem ent and enhance th e  v o ice  p a r t .  P iano  
p re lu d e s , p o s t lu d e s , t r a n s i t i o n s ,  and in te r lu d e s ,  which v a ry  c o n s id e ra b ly  
in  le n g th  depending on th em atic  and s t y l i s t i c  c o n s id e ra t io n s , appro­
p r i a t e ly  and e x p re ss iv e ly  e s ta b l i s h  and m a in ta in  moods im p lied  in  th e  
t e x t .
P o e try . Poems s e le c te d  by B inkerd f o r  m usica l s e t t in g s  a re  
c h a ra c te r iz e d  by them atic  and s t y l i s t i c  d iv e r s i ty ,  as i l l u s t r a t e d  in  
th e  fo llo w in g  com parisons; (1) th e  s im p l ic i ty  o f R obert H e r r ic k ’s 
"What Sw eeter Musick" g r e a t ly  c o n t r a s ts  w ith  th e  complex, unorthodox 
s ty le  o f  E. E. Cummings’ "somewhere i  have nev er t r a v e l l e d ,"  (2) Rudyard 
K ip lin g ’ s r ib a ld  m etaphors in  "The W ishing Caps" d i s t i n c t l y  d i f f e r  in  
s p i r i t  from sac red  messages in  Henry Vaughan’s "P eace ,"  (3) sombre 
though ts  o f d ea th  and u n f u l f i l l e d  lo v e  in  "Never th e  N ig h tin g a le "  by
A delaide Crapsey a re  a n t i th e s e s  o f spon tan eo u sly  jo y f u l  m essages in  
Jones V ery’ s "The F a ir  M orning." A lthough th e re  i s  no in d ic a t io n  th a t  
B inkerd fa v o rs  any s p e c i f ic  p o e t ic  mood o r  form fo r  m u sica l s e t t i n g ,  
f iv e  o f  th e  s ix te e n  songs a re  s e t t in g s  of Thomas Hardy poems which 
d e sc r ib e  em otional o r se n tim e n ta l s i tu a t io n s  in v o lv in g  lo v e  betw een 
man and woman. R obert H e rrick  i s  th e  on ly  p o e t o th e r  th an  Thomas Hardy 
re p re se n te d  in  more than  one B inkerd  song. The th re e  H e rric k  poems s e t  
by B inkerd— "What Sweeter M usick," "How L i l l i e s  Came I f h i te ,"  and "Upon 
P a r t in g " — a re  o f d iv e rse  theme and mood.
D e sp ite  p o e tic  d iv e r s i ty  in  B in k erd ’s song t e x t s ,  two ch a rac ­
t e r i s t i c s  a re  common: most o f  th e  poems d e a l w ith  human s i tu a t io n s  and
em otions and a l l  a re  recogn ized  fo r  t h e i r  l i t e r a r y  q u a l i ty .
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M usical form . B inkerd ’s form al d e s ig n s , fo r  th e  most p a r t ,  a re  
based  on t r a d i t i o n a l  forms of th e  e ig h te e n th  and n in e te e n th  c e n tu r ie s .  
The te rn a ry  A B A '  form which occurs  in  n e a r ly  o n e - th ird  o f  th e  songs 
i s  most common. S tro p h ic  v a r ia t io n s ,  a lth o u g h  n o t th e  predom inant form , 
i l l u s t r a t e  B in k e rd ’s economy o f means in  songs s t r u c t u r a l l y  based on one 
o r  s e v e ra l  m o tiv e s . "And I  Am Old To Know," f o r  exam ple, i s  based 
p r im a r i ly  on one fo u r -n o te  m otive . One song, "The R id d le ,"  in v o lv es  
sy s te m a tic  u se  o f th e  s e r i a l  method of com position , though n o t a s  a 
means f o r  com plete to n a l  o rg a n iz a tio n .
In  each  song, m u sica l form appears  to  evo lve from form al 
im p lic a t io n s  o f th e  t e x t  and g iv es  ev idence th a t  B in k e rd ’s in te n s e  
i n t e r e s t  in  p o e try  has fo s te re d  a  deep s e n s i t i v i t y  to  p o e t ic  im p lic a ­
t io n s  .
Rhythm. B inkerd has employed bo th  t r a d i t i o n a l  and n o n - t r a d i -  
t i o n a l  rhy thm ic p ro ced u res  in  h is  songs. C h a r a c te r i s t ic  t r a d i t i o n a l  
p ro cedures in c lu d e  c o n s ta n t m e tr ic  p a t te r n s ,  r e g u la r ly  spaced b a r 
l i n e s ,  and sym m etric d iv is io n  o f m easures. D a ll in ^  l i s t s  f iv e  p rocedures 
which c h a r a c te r iz e  tw e n tie th -c e n tu ry  rhythm , fo u r  o f which B inkerd 
employs s ig n i f i c a n t ly :  (1) n o n accen tu a l rhythm s, (2) s h i f te d  a c c e n ts ,
(3) asym m etric m e te rs , (4) changing m e te rs .
N onaccen tual rhythm s p re se rv e  b a r  l in e s  as  a  convenience o f 
n o ta t io n  b u t d is re g a rd  t h e i r  m e tr ic  o r a c c e n tu a l im p lic a t io n s .  The 
song "Peace" i l l u s t r a t e s  B inkerd ’s use  o f n o n accen tu a l rhythm s and 
th e  co n tig u o u s u se  o f t r a d i t i o n a l  and contem porary p ro c e d u re s . The
1 •Leon D a l l in ,  Techniques o f T w entie th  C entury  Com position (2nd 
e d . ;  Dubuque, Iowa: Vka. C. Brown C o., P u b ., 1964), pp. 103-13.
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f i r s t  and l a s t  s e c t io n s  of th e  song in c lu d e  t r a d i t i o n a l  c o n s ta n t m e tr ic  
p a t te r n s ;  in  th e  m iddle s e c t io n ,  n o n accen tu a l rhythm s ren d e r th e  t e x t  
i n  f r e e  p ro se .
S h if te d  a c c e n ts  ach iev e  th e  e f f e c t  o f rhythm ic f l e x i b i l i t y .  
B in k e rd 's  u se  o f t h i s  p rocedure  i s  i l l u s t r a t e d  in  th e  p iano  p a r t  o f 
"Shut Out That Moon" where s h i f te d  a c c e n ts  g e n e ra te  h igh  rhythm ic 
com plex ity  to  enhance te x tu a l  im p lic a t io n s .  In  "The W ishing C aps," 
th e  p re v a i l in g  t r i p l e  m eter i s  d isg u ise d  in  rhythm ic u n p r e d ic ta b i l i ty  
and a g i l i t y  g en e ra ted  by th e  p ro ced u re .
Asymmetric m eters can be observed  in  "Her D e f in i t io n ."  H ere, 
th e  p rocedure  enhances th e  so n g 's  s t o r y - t e l l i n g  s t y l e .
Binkerd employs changing m ete rs  to  g e n e ra te  rhythm ic com plexity  
("Shut Out T hat Moon") and p re s e n t th e  t e x t  in  th e  manner o f f r e e  p ro se  
("How L i l l i e s  Came W h ite " ) .
Melody. D iverse  p o e tic  themes and moods re p re se n te d  in  B in k e rd ’s 
songs a re  m atched by v o c a l m elod ies which g r e a t ly  v a ry  in  s ty l e  and 
c h a r a c te r .  For example, th e  fragm ented v o c a l l i n e  o f "The W ishing Caps" 
d i s t i n c t l y  d i f f e r s  from th e  long-spun  l in e s  of "And I  Am Old To Know," 
and th e  s ta c c a to  s ty l e  o f "Shut Out That Moon" c o n tr a s ts  w ith  th e  
c a n ta b i le  l in e s  o f "She, To Him."
Three m elodic c h a r a c t e r i s t i c s  id e n t i f y  most B inkerd m elo d ies:
(1) wide v o c a l ra n g e s , (2) f re q u e n t an g u la r and d is ju n c t  movement, (3) 
expanded concep ts of to n a l i t y .
A c h a r a c t e r i s t i c  B inkerd melody in c lu d e s  s t r ik in g  s t y l i s t i c  
changes w ith in  th e  song. C o n tra s ts  betw een co n ju n ct passages and 
d is ju n c t  passages which in c lu d e  ra p id  m elodic movement through extrem es
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of p i tc h  range  a re  employed w ith  t e l l i n g  e f f e c t .  D is t in c t  changes 
between d ia to n ic  and ch rom atic  m elodic movement r e f l e c t  p o e t ic  im p li­
c a tio n s  .
A lthough B inkerd f re q u e n tly  draws from t r a d i t i o n a l  com positional 
p r a c t ic e s ,  h is  m elodies do n o t in c lu d e  fo lk  o r popu lar e lem ents of 
sim ple charm and ap p ea l. B inkerd p e r io d ic a l ly  makes u se  o f modes, b u t 
r a r e ly  as th e  b a s is  fo r  com plete m elodic o rg a n iz a tio n . M elodic p h rase  
le n g th s  u s u a lly  a re  i r r e g u la r  and m elodic p rocedure complex.
As a  n a tu r a l  outgrow th of B inkerd ’s emphasis on c o u n te rp o in t, 
v o ca l l in e s  a re  autonomous and r a r e ly  doubled in  th e  p iano  sc o re .
T e x tu re . W ithin t h i s  broad ca teg o ry  much v a r ie ty  i s  p o s s ib le  
and Binkerd a v a i l s  h im se lf o f  many o f th e  p o s s i b i l i t i e s .  T ex tu ra l 
v a r ie ty  i s  c h a r a c te r i s t i c  betw een and w ith in  in d iv id u a l  songs. The 
predom inant c h a r a c t e r i s t i c  t e x tu r e ,  however, i s  c o n tra p u n ta l .
B inkerd ’s c o n tra p u n ta l  language in c lu d e s  im i ta t iv e  p ro ced u res . 
The s t r u c tu r a l  b a s is  o f "What Sw eeter M usick," fo r  exam ple, i s  canonic 
im ita t io n  which in c lu d e s  in v e rs io n  and re tro g ra d e . In  b o th  im i ta t iv e  
and n o n - im ita t iv e  w r i t in g ,  th e  c o u n te rp o in t v a r ie s  from somewhat 
sim ple tw o -p a rt to  complex f iv e - p a r t  w r i t in g .
N otw ithstand ing  th e  predom inance o f c o u n te rp o in t in  B inkerd ’s 
songs, homophonie s e c t io n s  f r e q u e n tly  o ccu r. T ex ture  in  "N ursery Ode," 
fo r  example, i s  p r im a r i ly  homophonie. However, B inkerd ’s c o n tra p u n ta l 
o r ie n ta t io n  f re q u e n tly  i s  evidenced even in  homophonie s e c tio n s  where 
a c t iv e  p a r ts  w ith in  chord s t r u c tu r e s  a re  invo lved  in  chord em b ellish ­
ments and a rp e g g io s . Extended s e c tio n s  o f su s ta in e d  chords occur only 
o c c a s io n a lly  and p r im a r i ly  in  dynam ically  subdued p a ssa g es .
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In  th e  songs, c o n tra s t  in  v e r t i c a l  te x tu re  i s  c h a r a c t e r i s t i c .  
Most songs v ary  in  t e x tu r a l  d e n s ity  from unaccompanied v o ic e  to  th ic k  
ch o rd s . ' 3!hese extrem es se rv e  th e  te x t  w ith  monophonic v o ca l passages 
h ig h lig h tin g  germane p o e tic  id e a s  and th ic k e r  s o n o r i t ie s  enhancing th e  
t e x t  w ith  to n a l p ic to r ia l is m s  and th e  g e n e ra tin g  of c lim a c tic  s e c t io n s .
B inkerd makes w ide-d im ensional u se  o f the  p iano  w ith  chords o r 
in te r v a ls  in  very  w ide spac ing  and f lo u r is h e s  which in c lu d e  most o c taves 
on th e  s tan d a rd  keyboard . In  "The R id d le ,"  fo r  example, s ix -o c ta v e  
a rp eg g io s  re p re s e n t  expanses o f "sea"  and "ocean ."
Harmony. Harmonic p rocedure  i s  a  p a r t i c u la r ly  i n f l u e n t i a l  
s t y l i s t i c  f a c to r  in  th e  un iqueness o f B in k e rd 's  m usical language. The 
harmonic sound i s  unm istakab ly  contem porary; y e t ,  th e  con tiguous use 
of contem porary and t r a d i t i o n a l  p rocedu res i s  c h a r a c te r i s t i c  as w e ll .
Most of th e  songs do n o t u t i l i z e  a  key s ig n a tu re  because they  
a re  too  r e s t r i c t i v e  to  p e rm it th e  qu ick  and s u b tle  changes th a t  a re  an 
i n te g r a l  p a r t  of B inkerd*s s t y l e .  Use o f t r a d i t i o n a l  key s ig n a tu re s  
in  s e v e ra l  songs, o th e r  th an  f o r  purposes o f t r a n s p o s i t io n ,  i s  in d ic a ­
t iv e  of o th e r  more t r a d i t i o n a l  harm onic p rocedures employed in  th e  
music such as c le a r  to n a l i t y ,  d i s t i n c t  key r e la t io n s h ip s ,  and th e  l ik e .
The songs in c lu d e  a wide v a r ie ty  o f harmonic s t r u c tu r e s .  Most 
chords a re  t e r t i a n  w ith  p e r io d ic  u se  o f superim posed th i r d s .  Q u a rta l 
and q u in ta l  chords a re  used f r e q u e n tly , b u t in  only one song, "Somewhere 
I  Have Never T ra v e lle d ,"  as  a prim ary  means o f to n a l o rg a n iz a tio n . 
Secundal s t r u c tu r e s  and chord c lu s te r s  o c c a s io n a lly  a re  employed fo r  
harmonic i n t e r e s t ,  v a r ie ty ,  and e x p re ss io n .
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D issonance, an I n te g r a l  p a r t  o f B in k e rd 's  harm onie sound, i s  
g en era ted  in  q u a r ta l ,  q u in ta l ,  secu n d a l, extended t e r t i a n ,  p o ly to n a l, 
polyharm onic, and bim odal s t r u c tu r e s .  O c ca s io n a lly , d isso n an ces  a re  
p rep a red  and re so lv e d  in  a t r a d i t i o n a l  manner. In  "A Bygone O ccasion ,"  
fo r  example, most chords and d issonances can be d e sc r ib e d  w ith  t r a d i ­
t io n a l  harm onic te rm ino logy .
In  th e  songs, fo r  th e  most p a r t ,  th e re  e x i s t s  no p re d ic ta b le  
chord p ro g re s s io n  in  a t r a d i t i o n a l  sen se . C hordal s o n o r i t i e s  o fte n  
se rv e  to  r e in fo r c e  and f i l l  ou t th e  sound o f c o n tra p u n ta l  moving p a r t s .  
B inkerd , l i k e  h is  te a c h e r ,  W alter P is to n , f r e q u e n tly  w r i te s  tw o-part 
and th r e e - p a r t  c o u n te rp o in t supported  by chords l a i d  ou t in  b lo c k s .^
B in k e rd 's  songs a re  to n a l;  however, t o n a l i t y  i s  e s ta b lis h e d  by 
harm onic a r t i c u l a t i o n  around a  tone or chord b ase  in  a contem porary 
manner as  w e ll as  t r a d i t i o n a l l y  in  a key . F req u e n tly  th e  v o c a l l in e  
i s  c a s t  q u i te  s e c u re ly  in  a key in  th e  t r a d i t i o n a l  sen se  w h ile  the  
p iano  adds c o lo r in g  ch o rd s , a l te r e d  ch o rd s , p o ly to n a l ch o rd s , and th e  
l i k e  which obscure  th e  to n a l i ty  of th e  v o ic e  p a r t .  In  to n a l ly  ambiguous 
p a ssa g es , however, to n a l c e n te rs  emerge w ith  s u f f i c i e n t  c l a r i t y  and 
frequency  to  e s ta b l i s h  to n a l  p a t te r n s .
In  h is  songs, B inkerd has enhanced v a r io u s  p o e t ic  s u b je c t 
m a tte r  in  un ique  and d iv e rs e  ways. In  th e  p ro c e ss , he has drawn from 
co m p o sitio n a l p r a c t ic e s  both  h i s t o r i c a l  and new. Because Binkerd 
re g u la r ly  in c lu d e s  in  h is  contem porary s ty le  p ro ced u res  d e riv ed  from 
m usic of e a r l i e r  c e n tu r ie s ,  he has been id e n t i f i e d  l i k e  h is  te a c h e r .
^O tto D e ri, E xploring T w entie th-C entury  Music (New York: H o lt,
R in e h a rt and W inston, I n c . ,  1968), p . 477.
235
1
W alter P is to n ,  w ith  th e  n e o c la s s i c i s t s .  Because of a m b ig u itie s  in  
s c h o la r s ' d e f in i t io n s  o f " n e o c la s s ic is m ,"  th e  term  i s  in ad eq u a te  fo r
d e sc r ib in g  B in k e rd 's  g e n e ra l co m p o sitio n a l approach . A more v ia b le
2 3d e s c r ip t io n  o f which B inkerd h im se lf approves i s  o f fe re d  by Cohen,
who p la c e s  B inkerd w ith in  th e  " r a d ic a l  c e n te r ."  The term  r e f e r s  to  a 
c e n te r  p o s i t io n  betw een two c o n tra s t in g  co m p o sitio n a l ap p ro ach es. One 
approach d isc o u n ts  th e  r o le  o f harmony as a  v i t a l  co m p o sitio n a l c o n s id e ra ­
t io n .  In  c o n t r a s t ,  some contem porary composers ta k e  renewed i n t e r e s t  
in  chords and even some w ell-w orn  form ulas and ach iev e  s t r u c t u r a l  
te n s io n  th rough  d isc rep a n c y  betw een m a te r ia l  and c o n te x t . The " r a d ic a l  
c e n te r"  i s  in co m p a tib le  b o th  w ith  c o n v en tio n a l to n a l  o rg a n iz a t io n  and 
p ro ced u res  w hich s u b s t i t u t e  fo r  fu n c t io n a l  t o n a l i t y .  F in d in g s  o f th e  
p re s e n t  s tu d y  c o rro b o ra te  C ohen's d e s c r ip t io n  o f B inkerd in  reg a rd  to  
th e  com poser's  song l i t e r a t u r e .  W hile em ploying contem porary rhythm ic 
p ro ced u res  and expanded concep ts  o f t o n a l i t y ,  B inkerd draws on p ro cedures 
from e a r l i e r  s t y l i s t i c  e ra s  which in c lu d e  em phasis on c o u n te rp o in t, 
im i ta t io n ,  o s t i n a t i , m elodic shape , g o a l-o r ie n te d  movement o f  m u sica l 
id e a s ,  and a s tro n g  form c o n sc io u sn ess .
^A rthur Cohn, "New on CRT: The D iv e rse  E x ce llen ce  o f S ix
A m ericans," American Record G uide, XXXII (March, 1966), 601-02.
2
Gordon B inkerd , p r iv a te  in te rv ie w , U rbana, I l l i n o i s ,  Jan u ary  8 ,
1972.
q
David Cohen, "Music From th e  'R a d ic a l C e n te r , '"  P e rs p e c tiv e s  
o f New M usic, F a ll-W in te r ,  1964, pp. 131-35.
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Im p lic a tio n s  f o r  Vocal Music E ducation
A lthough B in k e rd 's  songs v a ry  somewhat in  perform ance d i f f i c u l t y ,  
th e  m usic i s  g e n e ra lly  complex. H aw thorne's study^ in d ic a te s  t h a t  in  
1964, B inkerd began to  g iv e  l e s s  c o n s id e ra t io n  in  ch o ra l com position  to  
ease  o f perform ance and proceeded to  u se  h is  re so u rce s  a t  w i l l .  I n t e r ­
e s t in g ly ,  no p a r a l l e l  tre n d  e x i s t s  in  B in k e rd 's  song com position .
Indeed , th e  two songs composed p r io r  to  1964 a re  n o t among th e  more 
e a s i ly  m aste red . Study o f  v a r ia t io n s  in  m usica l com plexity  do n o t 
in d ic a te  d i s t i n c t  tre n d s  between com position  of th e  f i r s t  and l a s t  songs 
analyzed  in  th e  p re se n t s tu d y .
R egarding le v e ls  o f perform ance d i f f i c u l t y  in  th e  songs, sugges­
t io n s  a re  o f fe re d  fo r  th e  s tu d e n t and te a c h e r  o f s in g in g  in v e s t ig a t in g  
B in k e rd 's  songs f o r  s tu d y . . M usical co m p lex itie s  and v o ca l demands 
in h e re n t in  th e  songs p re c lu d e  t h e i r  g e n e ra l use  in  e a r ly  s ta g e s  o f  
v o ca l t r a in in g  and developm ent. Once a  s in g e r  has ach ieved  some 
s t a b i l i t y  o f v o c a l techn ique  in  what could  be termed th e  in te rm e d ia te  
phase o f v o ic e  s tu d y , s e v e ra l  songs cou ld  be a c c e s s ib le  fo r  perform ance— 
"She, To Him" (so p ra n o ), "A Bygone O ccasion" and i t s  c o n tra fa c tu m ,
"Ifhat Sw eeter M usick," and "Never th e  N ig h tin g a le "  (m ezzo-soprano or 
c o n t r a l t o ) . The rem aining songs shou ld  be perform ed only  by advanced 
v o ic e  s tu d e n ts  and r e c i t a l i s t s  whose m usic iansh ip  and v o c a l tech n iq u e  
a re  s o l id ly  e s ta b lis h e d  and whose v o c a l mechanisms a re  reaso n ab ly  
m ature.
Loyd Furman Hawthorne, "The Choral Music o f Gordon B inkerd" 
(unpub lished  D.M.A. d i s s e r t a t io n .  U n iv e rs ity  of Texas a t  A u s tin , 1962), 
D is s e r ta t io n  A b s tra c ts , XXXIV/9 (March, 1974), 6022.
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D esp ite  m u sica l com plex ity  In  th e  songs, v o ca l l i n e s  b a s ic a l ly  
a re  l y r i c  and c o n s id e ra te  o f  th e  v o ic e . These c h a r a c te r i s t i c s  enab le  
th e  In te rm e d ia te  o r  advanced s tu d en t o f  s in g in g  to  c h a llen g e  and develop 
m u sic ian sh ip  and v o c a l tech n iq u e  w ithou t making undue demands on th e  
v o ca l mechanism.
Recommendations fo r  F u r th e r  Study
L is te n in g  e x p e r ie n c e s , s t y l i s t i c  a n a ly s is ,  and r e c i t a l  p e r fo r ­
mances o f  B in k e rd 's  songs le a d  to  th e  co n clu sio n  th a t  B in k e rd 's  music 
In  o th e r  Idioms i s  o f  h igh  a e s th e t ic  v a lu e . C onsidering  needs f o r  
c u rre n t In fo rm a tio n  re g a rd in g  re so u rce s  In  contem porary m usic l i t e r a t u r e ,  
s tu d ie s  o f  B in k e rd 's  o r c h e s t r a l ,  keyboard , and chamber works could  be 
w orthy and rew arding endeavors.
Some c o n je c tu re s  re g a rd in g  B in k e rd 's  fu tu re  song o u tp u t may be 
draim. from p a s t  p r o d u c t iv i ty  and p re se n t In fo rm a tio n . F u tu re  composi­
t io n  o f a  s u b s ta n t ia l  body o f  song l i t e r a t u r e  by B inkerd I s  a d i s t i n c t  
p o s s i b i l i t y .  Such b e in g  th e  c a se , re se a rc h  complemental to  th e  p re se n t 
study  may b rin g  B in k e rd 's  t o t a l  song o u tp u t In to  p e rs p e c tiv e .
B in k e rd 's  a r t i s t i c  s e n s i t i v i t y  and a t t e n t io n  to  d e t a i l  a re  o f 
th e  h ig h e s t  o rd e r .  One can sp e c u la te  th a t  B in k e rd 's  m usic w i l l  be 
recogn ized  f o r  I t s  s ig n i f i c a n t  c o n tr ib u tio n  to  American m usic l i t e r a t u r e .
APPENDIX A
CLASSIFIED CHRONOLOGICAL LISTING OF WORKS BY GORDON BINKERD
Works f o r  O rch es tra
Three Canzonas f o r  B rass C hoir (1969)
3 3 3 1
Symphony No. 1 (1969)
O rch es tra : 3 3 3 3 - 4 3 3 1 -
tim p, p e rc , h rp  -  s t r
Studenten-Schm aus fo r  Organ so lo  and 
Double B rass C hoir
Sun S inger (1969)
O rch es tra : 3 3 3 3 - 4 3 3 1 -
tim p, p e rc , hrp  -  s t r
Symphony No. 2 (1970)
O rch es tra : 3 3 3 3 - 3 3 3 1 -  s t r
Movement fo r  O rch es tra  (1971) 
O rch es tra ; 2 2 2 2 - 2 2 0 0  
timp -  s t r
Symphony No. 3 (1971)
O rch es tra : 3 2 2 2 - 3 3 3 1






Commissioned by th e  
Fromm Music Foundation .
Boosey & Hawkes
Commissioned by th e  
S t. Louis Symphony 
O rch es tra
Boosey & Hawkes
Chamber Music
S tr in g  Q u arte t No. 1 (1968)
Sonata fo r  C e llo  and P iano (1970)
S tr in g  Q u arte t No. 2 (1970)
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes
The songs are listed in Appendix B. This list includes only published
works. The dates of publication are in parentheses.
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Duo fo r  F lu te  and Oboe (1970)
T rio  fo r  C la r in e t ,  V io la , & C ello  (1970)
S tr in g  T rio  (1971)
(V io lin , v io la ,  c e l lo )
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes
Works fo r  Keyboard In stru m en ts
Andante fo r  Organ (1957)
C an tilen a  fo r  Organ (1957)
A r ie t ta  f o r  Organ (1959)
Sonata fo r  Piano (1968)
Organ S e rv ice  (1968)
Concert S et fo r  P iano (1969)
E n terta inm en ts  f o r  P iano (1969)
Piano M isce llany  (1969)
(Teaching P ieces)
The Young P ia n is t  (1969)
Studenten-Schmaus fo r  Organ Solo 
and Double B rass C hoir
A sso c ia ted  Music P u b lish e rs
Galaxy Music Corp.






Boosey & Hawkes 
Boosey & Hawkes
Psalm 93 -  The Lord I s  King (1961)
SATB and Organ
Ad Te Levavi (1962)
SATB
Let th e  Heavens R ejo ice  (1962)
SATB and Organ
Ave M aria (1963)
SATB
M adrigal-Eyes o f C lear S e re n ity  (1965)
N a tiv i té s  E st Hodie (1966)
SATB (L iber U su a lis )
C horal Works fo r  Mixed V oices
C. F. P e te r s  Corp.
A sso c ia ted  Music P u b lish e rs
H. W. Gray Co.
Boosey & Hawkes
A sso c ia ted  Music P u b lish e rs  
Boosey & Hawkes
240
On th e  S h o rtn ess  o f  Human L ife  (1966) 
SATB




Remember Now Thy C rea to r (1967) 
Chorus, soprano s o lo ,  SATB & 
organ
Ave Regina Caelorum (1957)
SSAATB
T hird  Mass of C hristm as and 
Octave Day o f C hristm as (1967) 
SATB and Organ
Autumn Flow ers (1968)
SSATB











SSAATBB & C ello
A C hristm as C aro l (1970)
SSTAABB
E p itap h s (1970) 
SATB





Boosey & Hawkes 
Commission by th e  
A ll S a in ts  Church, 
B ro o k lin e , Mass.
A sso c ia ted  Music P u b lish e rs
World L ib ra ry  o f Sacred Music 
Commissioned by th e  
D iocese o f P i t ts b u r g h
Boosey & Hawkes
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes
Boosey & Hawkes







H usw ifery (1970)
SATB
I n s t i t u t i o n a l  Canons (1970) 
SATB
Je su s  Weeping (1970)
SSAATBB
The L as t In v o c a tio n  (1970)
SATB
S a lu t i s  Humanae S a to r (1970)
SATB




To E le c t r a ,  Choral S u ite  (1970)
S e t 1;
I  -  Love Looks f o r  Love 
SSSAA
I I  -  I  Dare Not Ask a K isse  
SSATB
I I I  -  'T is  E v 'n ing  my Sweet 
STB
IV -  Upon E le c tra * s  T eares 
SATB
V -  More W hite Then W h ite s t L i l l i e s  Far 
SSSAATBB
S et 2:
VI -  l i e  Come to  Thee In  A ll  Those Shapes 
VII -  A C o n ju ra tio n , to  E le c t r a  
V III -  The V ision  to  E le c tra  (1971)
SATB and soprano and te n o r  so lo  






Commissioned by th e  
Ford Foundation
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes




A B irth d ay  (1971)
SATB
What Sw eeter Music (1971)
SATB
My Soul There I s  a  C ountry (1972) 
SATB




Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes
C horal Works fo r  Women's V oices
A sso c ia ted  Music P u b lish e rsS cap u lis  Su is (1964)
SSAA
A lle lu ia  fo r  S t .  F ra n c is  (1969)
SA, Piano o r Organ
The B e a u tifu l  Changes (1969)
SSAA
F e a st o f S t . F ra n c is  o f A s s is i  (1969) 
SA (o r TB and Organ)
Hope i s  th e  Thing w ith  F e a th e rs  (1970) 
SSAA
Love Looks f o r  Love (1970)
SSSAA (from "To E le c tra "  s u i te )




World L ib ra ry  o f Sacred Music 
Commissioned by th e  
D iocese o f P it ts b u rg h
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes
Dum Medium S ile n tiu m  (1967) 
TTBB
L ie b e s l ie d  (1967)
TTBB
From Your Throne, 0 Lord (1968) 
U n is . Male V oices and Organ
C horal Works fo r  M en's V oices
Boosey & Hawkes
Boosey & Hawkes
World L ib ra ry  of Sacred Music 
Commissioned by th e  
D iocese o f P it tsb u rg h
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Let My P ray er Come Like Incense (1968) 
TB and Organ
A lle lu ia  fo r  S t. F ran c is  (1969)
TB Piano o r Organ
And Viva Sweet Love (1970)
TBB Piano Four-Rands
Songs from th e  S ilv e r  T a ss ie  (1971) 
TTBB and Piano
There i s  a Garden in  Her Face (1972) 
TBB
They L ie  At R est (1973)
TBB
World L ib ra ry  of Sacred Music 
Commissioned by th e  
D iocese o f P it tsb u rg h
Boosey & Hawkes
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes 
Boosey & Hawkes
T ra n s c r ip tio n s
Es i s t  e in  R os' en tsp rungen  (Brahms) (1960) A sso c ia ted  Music P u b lish e rs  
(T ran scrib ed  fo r  S tr in g  o rc h e s tra )
Four C horal P re lu d es  (B uxtehude)(1962) 
(T ran scrib ed  fo r  o rc h e s tra )
Nun f r e u t  euch (Weckmann)(1963) 
(T ran scrib ed  fo r  wind ensemble)
In  D u lc i J u b ilo  (B uxtehude)(1963) 
(T ran scrib ed  fo r  wind ensemble)
A ssoc ia ted  Music P u b lish e rs
A sso c ia ted  Music P u b lish e rs




Sonata fo r  P iano
Sun S inger
Columbia ML-5961, S t .  Louis 
Symphony O rc h es tra , Edouard 
van R em oortel, cond.
CRI 139, Oslo Philharm onic  
O rc h es tra , George B a r a t i ,  
cond.
CRI 201, S tan ley  F le tc h e r  
p ia n is t
U n iv e rs ity  o f  I l l i n o i s  CRS 
No. 2, U niv. of I l l i n o i s  
Symphony O rc h ., B ernard 
Goodman, cond.
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A C hristm as C a ro ll  and Jesus Weeping Recorded as  "A spects o f 
Je su s  C h r is t ,"  by Mid- 
America C horale, John 
D ex ter, cond. G regorian  
I n s t i t u t e s  No. 5
Ad t e  Levavi I n ; Sing Unto The L o rd , CRI 
191, The Mid-America C horale , 
John D ex ter, cond.
C ello  Sonata CRI (SD 289), Roger D r in k a ll ,  
c e l l i s t ,  R ichard  C o rb e tt, 
p i a n i s t
APPENDIX B
CHRONOLOGICAL LISTING OF THE PUBLISHED SONGS OF GORDON BINKERD
WITH PERFOmiANCE DATAI
"Somewhere I  Have Never T rav e lled "  
P o e t -  E. E. Cummings 
Composed in  1950 
Soprano
Range: b - f l a t  -  a - f l a t "
Perform ance tim e: 7 m inutes
"And I  Am Old To Know"
P o e te ss  -  P a u lin e  Hanson 
Composed in  1958 
Soprano
Range; c-sharp* -  b - f l a t "  
Perform ance tim e: 5 m inutes
Shut Out That Moon -  song cy c le  
P oet -  Thomas Hardy 
Composed in  1965 
Soprano
"She, To Him"
Range: b -  a - f l a t "
Perform ance tim e : 5 m inutes
"Shut Out That Moon"
Range: c - f l a t  -  a"
Perform ance tim e: 4% m inutes
"A Bygone O ccasion"
Range: c ' -  g - f l a t "
Perform ance tim e; 3h m inutes
"The R id d le :
Range: d ’ -  g -sh a rp "
Perform ance tim e: 4 m inutes
T o ta l perform ance tim e: 17 m inutes
^All of Binkerd’s songs are published by Boosey & Hawkes. Inc.
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"What Sw eeter Muslck" (co n tra fac tu m  of "A Bygone O ccasion") 
Poet -  R obert H e rric k  
Composed in  1965 
A ll v o ic e s
Range: h ig h  c*-  g - f l a t "  : low a -  e - f l a t "
Perform ance tim e : 3̂ 2 m inutes
"Peace"
P oet -  Henry Vaughan 
Composed in  1966 
A ll v o ic e s
Range: h ig h  c - f l a t '  -  a - f l a t "  : low g - f l a t  -  e - f l a t "
. Perform ance tim e : 3 m inutes
"Her D e f in i t io n "
Poet -  Thomas Hardy 
Composed in  1966 
B a rito n e
Range: G -  e - f l a t '
Perform ance tim e : 4 m inutes
"The F a ir  Morning"
P oet -  Jones Very 
Composed in  1968 
Soprano
Range: b -  f - f l a t ' "
Perform ance tim e : 8 m inutes
Three Songs f o r  Mezzo-Soprano ( s t r in g  q u a r te t  o r  p iano) 
Composed in  1969 
Mezzo-Soprano
"Never The N ig h tin g a le "
P o e te ss  -  A dela ide  Crapsey 
Range: g -  e"
Perform ance tim e: 6 m inutes
"How L i l l i e s  Came W hite"
P o e t -  R obert H e rric k  
Range: g -sh a rp  -  a - f l a t "
Perform ance tim e: 6 m inutes
"Upon P a r tin g "
P oet -  R obert H e rric k  
Range: b - f l a t  -  b - f l a t "
Perform ance tim e: 6 m inutes
T o ta l perform ance tim e: 18 m inutes
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"A N ursery  Ode"
P oet -  Ambrose P h i l ip s  
Composed in  1970 
B arito n e
Range: G -sharp -  f - s h a rp '
Perform ance tim e: 5 m inutes
" I f  Thou W ilt Ease Thine H eart"
P oet -  Thomas Beddoes 
Composed in  1970 
B arito n e  
Range: A -  f
Perform ance tim e: 7 m inutes
"The W ishing Caps"
P oet -  Rudyard K ip lin g  
Composed in  1970 
B a rito n e  
Range: B -  f
Perform ance tim e: 4 m inutes
P o r t r a i t  I n té r i e u r  ( v io l in  and v io lo n c e l lo  o r  p iano) 
P oet -  R ainer M aria R ilke  
Composed in  1973 
M ezzo-soprano
"Le sublim e e s t  un d ép a rt"
Range: a -  f"
Perform ance tim e: 3 m inutes
"Ce ne so n t pas des so u v en irs"
Range: a  -  a - f l a t "
Perform ance tim e: 4 m inutes
"Comment encore  re c o n n a ître "
Range; a  -  a"
Perform ance tim e: 5 m inutes
"T e l cheval q u i b o i t  à l a  fo n ta in e "
Range: a - f l a t  -  g"
Perform ance tim e: 3 m inutes
T o ta l perform ance tim e: 15 m inutes
"Song of P ra is e  and P ray er"
P o e t -  W illiam  Cowper 
Composed in  1971 
A ll v o ic e s
Range: h ig h  e - f l a t '  -  f"  : low c ' -  d"
Perform ance tim e : 2 m inutes
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"L ig h tly  Like Music Running" 
Poet -  Jean  G arrigue  
Composed in  1973 
Soprano
Range: a - f l a t '  -  c - f l a t "
Perform ance tim e: 3 m inutes
"One Foot in  Eden"
Poet -  Edwin Muir 
Composed in  1974 
Low v o ic e
Range: c ' -  e - f l a t "
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